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Textos de Henrique Correia Braga e Sofia de Ruival Ferreira, 
baseado nas intervencoes e trabalhos apresentados aquando 
da realizacao do coloquio internacional sobre a Fibula Bra- 
ganca, que teve lugar no Museu Arqueologico Nacional em 
Madrid, entre os dias 10 e 11 de Maio de 2007. 
Na integra publicamos uma entrevista realizada pela 
"Ilustracao Portuguesa" em 1922, o catalogo de venda da 
Christie's de Abril de 2001, bem como os excelentes traba- 
lhos de Fernando Quesada intitulado "The Braganza Brooch 
warrior and his weapons: the Peninsular context", apresenta- 
do em lingua inglesa no mencionado coloquio, que o autor 
publicou em livre aces so The Braganga Brooch warrior e o de 
Francisco Marco Simon de titulo " The Hero and the Andropha- 
gous Monster. An Approach to the Bragan^a Fibula from the Celtic 
nary " 



Todos os trabalhos apresentados no coloquio foram coligidos em 
livro: 
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Uma joia esquecida por Portugal 



O nosso interesse e gosto por pecas arqueologicas e da antiguidade classica prende-se nao so pela ativi- 
dade profissional, como sempre foi um campo de pesquisa fascinante em muitos aspectos. A "modernidade" de 
certas pratas de casa, bem como das joias, tantas vezes nos levaram a interrogar se muito do que hoje se cria 
como novidade nao tinha ja sido feito ha uns milhares de anos, e entretanto esquecido debaixo da terra ou nos 
armarios de um qualquer colecionador ou reserva de museu. Nao e por acaso que no nosso site temos uma par- 
te dedicada em exclusivo a arqueologia. 

Nessa busca por objetos de ourivesaria e joalharia de periodos recuados, tentamos nao perder nenhum 
catalogo de leilao mais ou menos importante. Assim aconteceu com o leilao que a Christie's realizou em 25 de 
Abril de 2001, com o titulo generico de "Fine Antiquities", realizado em Londres. Era um leilao com 597 lotes 
muito variados, tanto a nivel dos materials empregues, como de datas e locais de producao, bem como em valo- 
res, mas nao havia nenhuma peca com um valor de reserva que chamasse a atencao, ate porque as boas cole- 
coes sao vendidas em King Street e este realfzava-se em South Kensington! 

Dos lotes propostos estes foram os que mais chamaram a atencao: 



AN ACHAMENID SILVER REPOUSSE LOTUS BOWL 

CIRCA 4TH CENTURY B.C. 

Its recessed interior with lotus petals and floral bunches, the centre with raised 

umbo on a chased rosette base 

5 7/8 in. (14.4 cm.) diam. 




A SASSANIAN PARCEL-GILT SILVER DECO- 
RATED BOAT-SHAPED DISH. 

CIRCA 6TH CENTURY A.D. 



Nas joias havia de tudo um pouco, sendo de des- 
tacar um anel romano/egipcio em forma de cobra com 
cerca de 2.000 anos, um curioso par de brincos de epoca 
identica mas provindo de onde hoje e o Irao, variadissi- 
mos aneis e brincos e algo que nos chamou a especial 
atencao, um lote de aderecos de ouro para cozer na rou- 
pa. 
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Havia um lote, o 293, que nao tinha valor de reserva. Era uma fibula com a figura de um guerreiro com- 
batendo um monstro, dado como Celta e do 3° seculo antes de Cristo. As fotos eram de formato pequeno e 
nao dava para perceber o porque de nao ter valor de estimativa, quando todos os outros lotes o tinham, e ainda 
por cima perdido no meio do catalogo. 



CHRISTIE'S 



A HIGHLY IMPORTANT CELTIC LA TENE 
GOLD WARRIOR FIBULA 

3RD CENTURY B.C. 



Lot 293 / Sale 9088 



Estimate 

Estimate on request 



Sale Information 

Sale 9088 

FINE ANTIQUITIES 

25 April 2001 

London, South Kensington 




Lot Description 

A HIGHLY IMPORTANT CELTIC LA TENE GOLD WARRIOR FIBULA 
3RD CENTURY B.C. 

Finely detailed, with a youthful naked warrior confronting an attacking wolf-like hound, the warrior wearing a Montefortino 
type helmet and armed with a La Tene shield and scabbard with belt, the pommel and hilt of a sword in his right hand, resting 
on an intricately ornamented bow terminating in twin hound heads with curling mane composed of eight spirals, traces of blue 
enamel in the filigree decoration, the catch-plate with tapering twisted wire foot emerging from a snarling hound head protome 
with a moveable boar's head slider to secure the pin, the underside of the catch-plate with chased mane with six curls on either 
side, traces of blue enamel in the central guilloche decorated cordon, eyes of the warrior and animals deeply recessed to take 
inlays, mounted 
5 9/16 in. (14.1 cm.) long 

Special Notice 

No VAT will be charged on the hammer price, but VAT at 17.5% will be added to the buyer's premium which is invoiced on a 
VAT inclusive basis. 

Saleroom Notice 

This lot will require a UK export licence. 

Pre-Lot Text 

THE PROPERTY OF A PRIVATE COLLECTOR 



Provenance 

Thomas F. Flannery, Jr. collection: acquired in Chicago circa 1949 from Warren Piper; it is believed that he acquired it from 
the heirs of a descendant of an i8th/i9th Century noble European family, who emigrated to the USA on the death of her 
husband in 1919. 



So no ano passado e que soubemos da edicao de um livro em espanhol intitulado "La Fibula Braganza", 
que versava precisamente sobre esta fibula que nos tinha passado despercebida. O facto de nao ter tido desta- 
que no catalogo prendia-se so com um pequeno pormenor — a Christie's tinha editado uma separata so com 
este lote, dando-lhe o destaque merecido e que fez com que fosse comprada pelo Museu Britanico pela soma de 
um milhao e cem mil libras, quase tanto como as restantes 596 pecas do leilao!!! 

Seja como for, na proveniencia era citado um tal Thomas F. Flannery Jr., que a teria adquirido em Chica- 
go cerca de 1949, como proveniente de uma descendente de familia real europeia, que teria emigrado para os 
Estados Unidos apos a morte de seu marido. 

Hoje sabe-se que se tratava de Nevada Stoody Hayes, uma socialite norte-americana que ja tinha casado 
tres vezes antes de contrair matrimonio com D. Afonso de Braganca, Duque do Porto , irmao do rei D. Carlos, 
que teria herdado esta peca de seu pai o Rei D. Luis, que presumivelmente ja a herdara de D. Fernando de Saxe. 

Com a morte de D. Afonso em 1920, Nevada Hayes regressa aos Estado Unidos, nao tendo mais casado 
e morrendo sem herdeiros directos em 1941. Sabe-se que tinha estado em Portugal para as cerimonias do 
enterro do marido, travando um processo litigioso para entrega dos bens deste, pois era a unica herdeira, o que 
fez com que muitos bens da Casa Real fossem para a America do Norte. 

As joias foram vendidas a um negociante de Wheaton, perto de Chicago, de nome Warren J. Piper. Ao 
contrario do que possa parecer, este negociante era um dos mais conceituado da America, que tinha ficado cele- 
bre por ter organizado um "sindicato" de compradores para adquirir a celebre Coroa dos Andes, mandada ven- 
der pelo Papa Pio X e que tinha despertado o interesse do proprio Czar Nicolau II, entretanto posto fora da 
corrida pela revolucao bolchevique. 

The design and construction of the Crown began in 1593, and almost 24 
goldsmiths were involved in the project. The intention of the initiators of this 
laudable project, was to turnout a crown that exceeded in beauty, grandeur 
and value the crown of any reigning monarch on this mundane earth, in 
order to become a befitting gift to the heavenly Virgin. The villagers dona- 
ted large quantities of gold which were melted down to form a solid block of 
gold, from which the frame of the crown was designed. The villagers also 
donated a large number of rough emeralds, which were cut and finished 
as table-cut gemstones, the simple cutting style in vogue at that time. Eme- 
ralds taken by the Spanish conquistadors from the last king of the Incas, Ata- 
hualpa, in 1532, who was captured and executed by the Spanish, was also 
incorporated in the Crown. The Inca ruler was said to have been riding in a 
litter or palanquin, paved with 190 pounds of gold and studded with clusters 
of emeralds, at the time of his capture. The largest emerald incorporated in 
the crown, the 45-carat Atahualpa emerald is reputed to be one of the eme- 
ralds seized from the king at the time of his capture. The crown was set with 
453 emeralds having a total weight of 1,500 carats, out of which 17 were 
pear-shaped hanging from the crown. 

Ler mais em wwwcoroadosandes 




Em 1949 J. Piper decide realizar um leilao com as joias de Nevada Hayes, sendo que a peca que mais o 
intrigava era precisamente a fibula do guerreiro e do monstro. Para tirar duvidas ele mostrou-a ao arqueologo e 
historiador Paul Jacobs thai, perito em fibulas e que em 1956 publicaria um livro intitulado "Greek pins and 
their connexions with Europe and Asia". Jacobsthal nao so nao teve duvidas de que estava na presenca de uma 
joia da antiguidade, como se referiria a ela nos seguintes termos — " easily one of the most exciting antiques i have 
come across ". 

Seja como for, sendo Piper um experiente professional, no catalogo do mencionado leilao a joia (lote 22) 
e descrita como "uma peca muito importante", citando o parecer de Paul Jacobsthal de que era antiga, ainda 
que de origem incerta. Ela seria adquirida por Thomas F. Flannery, um reputado colecionador norte-americano. 
Juntamente com a fibula Flannery compraria outras duas joias que tinham pertencido a Casa Real de Portugal, 
nao tendo nos conseguido saber quais, talvez constem do catalogo de venda da sua colecao, que a Sotheby's 
realizou em 1983, e que nao possuimos. 



Em fevereiro de 1956, Flannery envia umas fotos da fibula, a preto e branco, a Bernerd Ashmole, con- 
servador chefe do Departamento de Antiguidades Gregas e Romanas do Museu Britanico, e tambem a Paul 
Jacobsthal, de Oxford. Ashmole nao considerou que fosse antiga, mas Jacobstahl reafirmou a sua conviccao de 
que a peca era antiga, qualificando-a inclusivamente como "provavelmente uma das antiguidades mais extraor- 
dinarias que ja tinha visto". Por coincidencia, 1956 seria o ultimo ano de funcoes de Ashmole no Museu Brita- 
nico, indo para professor de Arqueologia classica na Universidade de Oxford. . .! 

Em 1960, Ole Klindt-Jensen, perito em antiguidades celtas e escandinavas, catedratico da Universidade 
de Aarhus na Dinamarca, estudou e publicou o seu parecer, sendo da opiniao que o capacete, o escudo e a 
espada sao de tipologia Celta, do periodo de La Tene, sugerindo que devia ter sido produzida no norte de Italia. 
Todavia situou a fibula no sec. IV a.C, ressalvando que em sua opiniao a figura do guerreiro pudesse ser um 
acrescento ja do sec. II a.C. 

Esta publicacao teve o efeito de prender a atencao dos meios academicos, e o Museu Britanico voltou a 
focar-se no assunto. Flannery trouxe a fibula a Londres em outubro de 1965, e depois de examinada no labora- 
torio do museu, entregou uma serie de fotografias pormenorkadas a John W. Brailsford, entao conservador 
adjunto do Departamento de Antiguidades Britanicas y Medievais, que nunca chegara a publicar nada sobre o 
assunto. Em dezembro de 1969, Raymond V. Schoder, perito em arte helenistica, fez uma documentada confe- 
rencia na reuniao anual do Instituto Arqueologico da America. 

A fibula tornar-se-ia conhecida de um publico mais vasto gracas a exposicao "Arte Celta da Antiguida- 
de", realizada em 1970 no Museu Real da Escocia, em Edimburgo, bem como na posterior exposicao em Lon- 
dres, na Hayward Gallery, onde foi objeto de admiracao geral. Seja como for nao se publicaram fotos e o repu- 
tado arqueologo Stuart Piggot vem afirmar que a fibula era antiga mar feita pela juncao de diferentes pecas, algo 
que Ole Klindt-Jensen ja afirmara, mas que uma nota de arquivo do Museu Britanico, datada de 1965, indica 
que Jensen havia comentado a Flannery que nessa altura aceitava que a peca fosse um conjunto uniforma, feito 
pelo mesmo ourives. 

Em 1993 a fibula voltou ao Museu Britanico, desta vez pelas maos da viuva de Thomas, Joann Flannery, 
que a depositou em estatuto de emprestimo. Esta circunstancia permitiu que o Dr. Ian Stead, do Departamento 
de Pre-historia e Europa Primitiva, e ao Dr. Nigel Meeks do Departamento de Investigacao Cientifica, efetuar 
um estudo exaustivo da joia, que viria a ser publicado em 1996, na revista "The Antiquaries Journal ". Um ano 
mais tarde a peca passaria a figurar nas exposicoes permanentes, integrada nas novas salas dedicadas a Europa 
Celtica. De notar que no estudo agora referido, pela primeira vez foram empregues tecnologias de ponta na 
analise e observacao da peca, nomeadamente com recurso a microscopia eletronica de varrimento (SEM) e na 
variante de dispersao de raios X, fluorescencia de raios X, etc. 

Finalizando o emprestimo em finais de 2000, a Sra. Flannery recuperou a peca e foi coloca-la para leilao 
na casa Christie's, onde, como ja sabem, o Museu a viria a comprar. 

Desde entao esta exposta na geleria helenistica do Museu, como provavel obra de um ourives grego, que 
a teria executado por ordem de um chefe celtiberico, que encarregaria de fazer uma fibula de tipologia local, 
com cenas relacionadas com a sua vida e status social. 

Seria este "pormenor" o pretexto para o Museu Nacional de Arqueologia de Madrid desafiar o Museu 
Britanico a fazer deslocar a fibula a territorio espanhol, seu provavel local de origem, realizando em simultaneo 
um Coloquio Internacional sobre a mesma. 

E e com parte do catalogo da mencionada exposicao que iniciamos os apendices, sem deixar de lamentar 
que a mesma nao tivesse vindo a Portugal, para ser apresentada com todas as honras que merece. Mas nem um 
texto alguma vez foi produzido por um investigador portugues... 



El Heroe y el Monstruo 




Museo Arqueologico Nacional 
26 de abril - 29 de julio 







En los museos de Espaha y Portugal conservamos una de 
las producciones con mayor personalidad del arte orfebre, 
desde los inicios de la metalurgia hasta la conquista de la 
Peninsula ib erica per Roma. Un ejemplo que est a en la mente 
de todos es la riqufsima joyerfa tartesica que se desarrolfa 
en el entorno del Guadalquivir entre los siglos VI i I yVla.C, 
extendi 'endose hasta Extremadura. No menos impactante es 
la producci on de oro castreha, del Noroeste peninsular, con 
sus pes ados torques y ligeras diademas, demostracion de 
unos recursos aurfferos que suscitaron la codicia de Roma. 

Pero sera la orfebrerfa helenfstica la que depure los 
conocimientos tecnicos y el diseho mas sofisticado para la 
fabrication de las obras de arte en oro mas extraordinarias 
de la antiguedad. Fueron joyas destinadas, generalmente, 
a formar parte de ajuares funerarios de hombres y mujeres 
situ ados en los escalones superiores de aquella sociedad, 
y que no quisieron renunciar a sus sfmbolos de identidad 
en el mas alia. Gracias a esta costumbre, y a la labor de los 
arqueologos, hoy podemos contemplarlas. 

Sin embargo, una gran parte de los fondos que actualmente 
se conservan en los grandes museos europeos, son fruto 
del coleccionismo privado, desde el sigh XVIII hasta la 
actualidad. Ese afan coleccionista nos lego grandes obras 
de la orfebrerfa universal, privandonos del dato de su 
contexto arqueologico. El investigador, tiene entonces que 
recurrir a su metodologfa mas estricta para situar el objeto en 
su verdadero entorno historico. 

Gracias a la colaboracion institu clonal, entre el Museo 
Britanico, el Museo Arqueologico Nacional y el Consejo 
Superior de Investigaciones Cientfficas, y al interes por dar a 
conocer aquella parte de nuestro patrimonio que se encuentra 
disperso por las circunstancias del devenir historico, podemos 
presentar esta exposicion centrada en una de esas obras del 
arte universal: la Fibula Braganza. Obra polemica y belfisima, 
que podra suscitar controversia, pero que a nadie dejara 
indiferente. Junto a elia, una serie de joyas y tesorillos que se 
reunen por primera vez, ademas de otros documentos de la 
arqueofogfa ib erica que intentan dar la palabra a unos objetos 
que generalmente se nos muestran frfos y mudos 



El Heroe y el Monstruo 



Esta es la historia de una imagen creada desde el poder para 
ejercerlo, para establecer el orden, acotar el territorio; para 
hacerse visible y respetable; para perpetuarse y convertir la 
conquista en tradition, la costumbre en ley. 

Esta es la historia de una imagen, privilegio de aristocratas, de 
la lucha por el poder; de las virtudes y cualidades del llamado 
a dirigir hombres; de la fuerza y la inteligencia; de la astucia y 
el valor. Todas las sociedades necesitan monstruos para que 
surja el heroe Salvador, el que representa todo aquello a lo 
que aspiran o valoran. 

Las imagenes se fijan en la memoria colectiva; se dotan de 
significados politicos y religiosos; modelan el ideal de juventud; 
triunfan ante la muerte y el olvido para ser transmitidas de 
generacion en generacion. 

^En que material se forja el poder? En metal noble, al que 
solo unos pocos tienen acceso. 

^Cual es el privilegio del heroe, del victorioso? La fundacion 
del linajey el mito. 



1 

La fibula del Guerrero 
y el M onstruo 



De la coleccion Braganza 
al Museo Britanico 



animales, presentan unas profundas cuencas preparadas 
para contener el esmalte que les daria vida. 



La Fibula Braganza ha sufrido desperfectos y modificaciones a 
lo largo de su biograf fa; los primeros causados seguramente en 
el periodo de su utilization y en las condiciones del yacimiento 
donde permanecio enterrada. Las modificaciones posteriores 
al hallazgo son intervenciones modernas que, con mejor o 
peor fortuna, intentaban restaurarsu aspecto original. 

Desperfectos 

El mas importante es la ausencia de la pieza transversal, o 
travesano que soportaba el resorte y la aguja. Debio ir soldado a 
las fauces de uno de los monstruos marinos que rematan cada 
extremo del arco. Son los elementos mas fragiles de una fibula. 

La figura del guerrero ha perdido la hoja de la espada que, 
para darle mayor resistencia, se soldaba al hombro. A pesar 
de las precauciones del orfebre, no resistio los embates 
del tiempo. Tampoco resistieron los dos elementos, alas o 
cuernos, que estaban soldados en los laterales del casco. 

El aspecto original de la fibula era mucho mas colorista que 
en la actualidad. Los unicos restos de esmalte conservados, 
de color azul oscuro, se situan en la cenefa inferior de roleos 
que adorna el arco. De otro color, probablemente rojo, eran 
los anillos de pasta vitrea que se situaban a cada lado del 
elemento esferico que forma el cuerpo del lobo de doble 
cabeza. Finalmente, todos los ojos, del guerrero y de los 



Modificaciones 

Se conserva documentation grafica sobre la fibula en la que 
se observa una modification del angufo actual del pie vuelto; 
el resultado fue que las patas del lobo tocaban el escudo 
del guerrero en una zona mas alta que la actual. En esa 
situation, la cabeza del lobo que muerde el cordon quedaba 
totalmente forzada e incoherente. La manipulacion, corregida 
entre 1956 y 1965, provoco la rotura del escabel donde el 
guerrero reposa los pies, un elemento estructural importante 
para la estabilidad de la pieza. 

Una segunda manipulacion consistio en la reparation 
mediante soldadura de la union del cuerpo y el pie que debian 
encontrarse separados. Esta soldadura moderna se situa en 
el angulo que forman las fauces de uno de los monstruos del 
arco y el inicio de la mortaja, y que sirve de tope a la pieza de 
seguridad en forma de cabeza de jabali. 

Salvo por la ausencia de color y la falta del travesano, el 
aspecto actual de la Fibula Braganza es el que tuvo en 
origen, segun el diseho del orfebre que la fabrico. Los analisis 
de composition realizados confirman que los diferentes 
elementos se fabricaron con la misma aleacion de oro y, por 
tanto, pertenecen a la misma pieza. 

El programa iconografico 



La Fibula del Guerrero y el Monstruo tal como se encontraba en 1956, cuando 
fue depositada por primera vez en el Museo Britanico para su estudio. 



La Fibula Braganza no se fabrico por el capricho preciosista de 
nadie, sino que responde a un programa de autorrepresentacion 
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ideologica y politica que dio legitimidad a la aristocracia en la 
Iberia del siglo III a.C. Se concibio para ser vista y admirada, 
como la memoria del poder, y su referencia es el cosmos, el 
universo de un tiempo y un lugar miticos. 
En una primera lectura, la estructura de la pieza sustenta 
una zoomaqula, escena de lucha heroica y singular 
protagonizada por un lobo que se enfrenta a un joven 
guerrero imberbe, descalzo y desnudo, pero armado con sus 
simbolos de identidad: casco, espada y escudo. El joven y la 
fiera mantienen contacto ffsico, la pata del monstruo toca su 
escudo y ambos sostienen la mirada. 

La escena ^cuenta una historia, o se trata de un instante 
estereotipado y sin sentido? Nos describe el momento mismo 
en que el animal, todavia con las fauces abiertas, se somete 
al hombre. El lobo muestra las orejas gachas, pero ensena los 
colmillos porque su fiereza resalta el valor del heroe, aunque 
finalmente se somete. Es la accion y la victoria condensadas 
en una sola escena. 



En una segunda lectura consideramos todo el conjunto del 
objeto y vemos que se estructura en un circulo, como un 
peq ue ho microcosm os que coincide con el diseho cerrado sobre 
si mismo de la propia fibula. En el se observan tres ambitos 
diferenciados: el oceano, la tierra y el mundo subterraneo. 

El Oceano 

El arco con cresta de volutas es el ambito del oceano, el mar 
encrespado, amenazador y fecundo a la vez. Se han querido 
representar estos significados opuestos, primero a traves de 
dos monstruos marinos que rematan los extremos, y segundo 
a traves de la cenefa de roleos y volutas, elementos vegetales 
que la figuracion iberica utiliza para expresarsobreabundancia 
y fecundidad. El esmalte azul que rellenaba el fondo de esta 
zona, refuerza estos significados a traves del color. 

La Tierra 

El pie de la fibula, formado por un grueso cordon, es el ambito 
de lo no domesticado, lo salvaje, y en este paisaje habitan 




Recreacion del microcosmos donde se ha situado al guerrero, segun el programa iconografico de la Fibula Braganza: el oceano, la tierra y el mundo subterraneo. 
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monstruos como el lobo de doble cabeza, una que se somete 
al hombre, y otra que mantiene su agresividad intacta: con 
sus fauces abiertas y las orejas erguidas, engullendo o 
regurgitando aquello que lo une al inframundo, el cordon 
umbilical que da unidad y cohesion al cosmos. 

El Mundo Subterraneo 

La mortaja donde descansaba la aguja, se cierra con una 
pieza de seguridad en forma de cabeza de jabali. Es la 
representacion del mundo subterraneo, el mas alia que se 
identifica con las profundidades de la tierra. El jabali encarna 
este simbolismo infraterrenal en la iconograf fa iberica, pero no 
solo el, otros animales como el mismo lobo pueden adoptar 
distintos significados en funcion de la escena y el contexto. 

El joven guerrero se situa entre el oceanoy la tierra, frontera de 
territorios, domesticando el espacio, librando al ser humano de 
los peligros de lo salvaje, afianzando su liderazgo; ese caracter 
casi divino del personaje viene indicado por su desnudez. 
La fibula probablemente fue el encargo de un principe 
que quiso conmemorar el ejercicio de su poder, en vida o 
despues de su muerte, recurriendo al antepasado mitico que, 
como adolescente en ritual de transito, se convirtio en heroe 
civilizador. Este encargo se hizo a un orfebre excepcional, que 
por su conocimiento, formacion tecnica y estilo plenamente 
helenisticos, creemos que pudo tener un origen griego. 

Los apartados de esta guia siguen el mismo orden de los 
espacios expositivos con el fin de proporcionar al visitante- 
lector algunos argumentos y datos necesarios para poder 
situar, por si mismo, la Fibula Braganza en el contexto 
historico que le corresponde. 

La Fibula: 

un documento para la Arqueologia 

Fibula es el nombre con el que los arqueologos denominamos 
al broche complejo que se uso en Europa y el Mediterraneo 




Fibula anular del tesoro de Arrabalde I, Zamora. Museo de Zamora 

para sujetar el vestido, la tunica o el manto, a partir del Bronce 
Final o Primera Edad del Hierro (1 .200 a.C). Se fabrico sobre 
todo en bronce, pero tambien en plata, oro e incluso hierro, 
adoptando formas y tamahos de una gran diversidad, que 
han llegado a constituirverdaderas obras de arte. Suele estar 
formada por las siguientes partes: un cuerpo, puente o arco; 
la aguja unida a un resorte o charnela; y la mortaja donde 
descansa la aguja, unida al pie. Sustituyo progresivamente a 
las largas agujas de hueso, madera, cuerna o metal, que se 
habian utilizado con anterioridad. 

A su caracter funcional se unen otros significados simbolicos y 
suntuarios. La enorme variabilidad formal convirtio la fibula en 
sfmbolo identitario de los diferentes grupos y etnias, ademas 
de ser emblema de los sectores privilegiados de la sociedad. 

Es un objeto de gran utilidad para el investigador porque 
documenta, define y describe a los distintos grupos sociales, 
tanto en el espacio como en el tiempo. Las fibulas son fosifes 
directores para la arqueologia. 

Creemos que la Fibula Braganza fue un objeto de 
representacion mas que funcional. Quiza la ofrenda de un 
personaje importante a un santuario, o el ajuar funerario de 
un principe. 
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2 
El orf ebre 



Elementos estructu rales y montaje 

La Fibula Braganza es un objeto complejo, compuesto 
por varios elementos fabricados separadamente y unidos 
posteriormente para formar un conjunto armonico que tiene 
no solo una funcion, la de broche, sino un significado, y por 
tanto, fue cuidadosamente disefiado y planificado. 



El cuerpo de la fibula esta formado por un gran arco de 
estructura laminar hueca, fabricado en dos mitades simetricas 
unidas mediante soldadura. El borde superior se remata con 
una cresta de roleos, y en los extremos dos cabezas de 
monstruos forman la union al pie. En el extremo libre falta el 
travesano, una pieza trasversal que soportaba el muelle y la 
aguja. 



Imagen actual de la Fibula del Guerrero y el Monstruo, tambien llamada Fibula de Braganza. British Museum, Londres. 




El pie es un largo cordon, formado por dos gruesas varillas de 
seccion circular torsionadas conjuntamente sobre si mismas, 
que sale del extremo del arco, se dobla en angulo de 180 Q y 
vuelve hacia el cuerpo. El extremo del pie vuelto se remata con 
la cabeza de un lobo que muerde con sus fauces el cordon; 
en el extremo opuesto, un gran lobo representado con sus 
cuartos delanteros se somete al guerrero despues del ataque. 
Estos dos prdomos zoomorfos son macizos y probablemente 
se vaciaron a la cera perdida. El cuerpo del monstruo bifronte 
es un elemento esferico hueco. En la parte inferior del pie, 
junto al arco, se situa la mortaja donde descansaba la aguja, 
que se fijaba mediante un sistema de seguridad: una cabeza 
de jabali disehada para desplazarse con suavidad a lo largo 
del cordon. 



La union entre el arco y el pie vuelto esta ocupada por la 
figura de un guerrero desnudo con todos sus atributos. La 
medida de la complejidad de esta figura esta en el numero 
de elementos independientes que la forman, todos ellos 
vaciados a la cera perdida y soldados entre si: el cuerpo 
del guerrero; el escudo oval; la empunadura del escudo y la 
abrazadera de la espina central; la espada (cuya hoja se ha 
perdido); la vaina y el cinturon. 

Elementos ornamentales 

Tan importantes como los componentes estructurales de la 
fibula, son los detalles de la ornamentacion, porque en ellos 
se sintetiza una buena parte de su significado simbolico. 





Reconstruccion ideal de la Fibula de Braganza 

La filigrana es uno de los recursos mas utilizados en la 
orfebreria helemstica. Esta tecnica se basa en la soldadura 
de hilos de oro sobre una lamina formando un patron 
decorativo, que en nuestro caso se concentra en el arco con 
su cresta de roleos y en la cenefa inferior, donde los hilos 
de filigrana sirven para delimitar celdillas que se rellenaron 
de esmalte azul profundo, del que quedan escasos restos. 
Estos hilos fueron trabajados con distintas herramientas 
para matizarlos y hacerlos mas atractivos o imitar una sarta 
de granulos. 



la proporcion del cuerpo del guerrero (demasiado cabezon), 
sino en los pequehos detalles. Por ejemplo, en la figura del 
joven se han detallado con verosimilitud los dedos de los 
pies, los genitales, el ombligo, las tetillas, las manos... Las 
fieras muestran dientes afilados, melenas hirsutas, hocicos 
dilatados. El recurso tecnico para conseguir el efecto que a 
buen seguro estaba previsto por el orfebre, fue un excelente 
trabajo con punzon y cincel. 

Por todo esto que constituye elestilo, creemos que el artesano 
que fabrico esta magnifica pieza era un orfebre de origen o 
formacion griega, quiza de la Magna Grecia. Existen datos 
para pensar que los orfebres viajaban con sus conocimientos 
tecnicos, y un cierto repertorio de imagenes, para ponerse al 
servicio del poderoso. Por ejemplo, la diadema de extremos 
triangulares de Javea (Alicante) presenta una labor de 
filigrana y granulado, y un patron ornamental que solo un 
griego pudo concebir; sin embargo, se trata de una pieza 
disehada y fabricada para consumo de la sociedad iberica de 
finales del siglo V o principios del IV a.C. 

El artesano 



El color tuvo un protagonismo en la fibula Braganza que 
actualmente se ha perdido. Al azul del arco, para simbolizar 
el mar, se ahadieron dos anillos de pasta vitrea en los 
espacios en reserva que actualmente vemos vacios entre 
los dos lobos, separados por un elemento esferico con 
decoracion cincelada que quiza tambien estuvo esmaltado; 
desconocemos el color de esos anillos pero probablemente 
se diferenciaba del anterior. El recurso al esmalte se utilizo 
tambien para dotar de vida los ojos del guerrero, que presenta 
unas profundas cuencas preparadas para tal fin; lo mismo 
que debieron brillar de fiereza los ojos de todos los animales 
representados, lobos, jabali y monstruos marinos. 

La expresividady verismo de la escena no reside en los rasgos 
anatomicos ajustados a especies reales en los animales, o en 



Durante siglos, la figura del orfebre ha permanecido oculta 
tras la imagen de los pocos que podian poseer y exhibir sus 
obras; era un artesano dependiente del poder. Asi como el 
alfarero es dueho de la arcilla que trabaja y el carpintero de 
su madera, el orfebre, por el contrario, solo era dueho del 
conocimiento tecnico, que lo convertia en un ser codiciado 
pero sometido; era un objeto de transaccion. 

Una de las razones por las que pensamos que la Fibula 
Braganza fue fabricada por un orfebre griego es la figura 
desnuda del guerrero, que encaja perfectamente con los 
parametros iconograficos y esteticos de las representaciones 
griegas del heroe masculino, tal y como un orfebre de 
esa procedencia la hubiera concebido. La existencia de 
artesanos itinerantes, trabajando a las ordenes de los 
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poderosos, e incluso de artesanos inmigrantes instalados 
permanentemente en zonas muy alejadas de sus lugares de 
origen, no puede sorprendernos en un mundo que, dentro 
de sus Ifmites, presentaba un alto grado de globalizacion. 
Como ejemplos de ello podemos poner el caso de los iberos 
mercenarios que sirvieron en el ejercito cartagines, en el 
ateniense, o a las ordenes de Dionisio de Siracusa. 

A partir del siglo V a.C, el creciente mercantilismo de la 
sociedadibericaylaapariciondeunsecforsoc/a/anstocraf/bo, 
la figura del orfebre se perfila como la de un artesano de 
prestigio, que si no es dueno de la materia prima, al menos 
detenta la propiedad de sus herramientas y probablemente 
de su taller. 

En la necropolis iberica de Cabezo Lucero (Guardamar del 
Segura, alicante) se excavo en 1 986 la Tumba 1 00, conocida 
como "Tumba del orfebre" porque entre el ajuar aparecio 
un juego de herramientas de bronce y hierro compuesto 
por mas de medio centenar de objetos especializados. 
Tambien contenia armas y ceramica de importacion, que 
fechan el enterramiento a mediados del siglo IV a.C, lo 
que plantea el problema del sector social al que pertenecia 
el difunto. 

Una parte de los instrumentos de trabajo estaba formada 
por una treintena de matrices o estampillas con imagenes y 
escenas para decorar laminas de oro o plata, una especie de 
guion iconografico para orfebres centrado en los siguientes 
temas: el heroe, animales y monstruos, divinidad femenina y 
fecundidad. 

Un segundo hallazgo que nos ayuda a comprender la figura 
del orfebre es el de una herramienta multiuso aparecida 
en el oppidum iberico de La Serreta de Alcoi (Alicante), 
poblado fortificado que se habito entre los siglos IV y III 
a.C. Se trata de una pesada matrlz de bronce que puede 
ser utilizada igualmente como yunque de estrias para 



trabajar laminas e hilos de oro o plata y para estampar 
barras metalicas. 

Entre las figuras que pueden trasladarse al metal noble hay 
cuatro cabezas de lobo de distintos tamanos, dos bellotas y 
una roseta esquematica. La herramienta se individualizo con 
dos marcas o advocaciones religiosas: la imagen de una diosa 
de rostro frontal, posible Astarte, y un caduceo, la vara con 
dos culebras enroscadas simbolo de Hermes, dios inventor 
de la flauta, de los pesos y medidas, protector de caminos y 
del comercio, ademas de portavoz de su padre Zeus. 

Esta matriz se completaba con un grueso taco de plomo 
que servia para distribuir la fuerza del golpe en el proceso 
de estampado y que presenta una inscripcion en caracteres 
ibericos. Pero lo mas interesante del hallazgo es su contexto 
arqueologico, una estancia de caracter sacro integrada en 
la trama urbanistica de la ciudad. En ella se encontro una 
acumulacion inusual de bienes, tanto de significado religioso, 
como economico. Entre estos objetos destaca una tinaja 
conocida como de "los guerreros", con las siguientes escenas 
de iniciacion: joven guerrero enfrentandose a una fiera; jinetes 
a la caza del ciervo; combate singular entre infantes. 




Herramienta multiuso en bronce para trabajar laminas, hilos y barras de oro y 
plata, encontrada en el poblado de La Serreta de Alcoy, Alicante. Siglo III a.C. 
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Los atributos del guerrero 



El casco tipo Montefortino 

Tambien llamado "gorra de jockey" por su similitud formal, 
es una de las armas defensivas mas extendida por la 
Europa de la Segunda Edad del Hierro. Se fabricaron 
fundamentalmente en bronce, aunque hay unos pocos 
ejemplares en hierro, llevaban un forro interior de cuero 
o fieltro para ajustar a la cabeza, y algunos se adornaban 
con plumas y penachos. Su origen se situa en el norte 
de Italia; lo utilizo el ejercito cartagines; y es considerado 
antecedente directo del que adoptaron las legiones 
romanas. 



El casco que cubre la cabeza del guerrero en la Fibula 
Braganza debio llevar algun adorno en los laterales, quiza 
cuernos o alas, porque vemos dos huellas a cada lado que 
demuestran la presencia en origen de estos elementos ya 
desaparecidos. 

La espada tipo La Tene 

El arma que mejor se identifica con el guerrero es la espada: 
se empuha con la fuerza del cuerpo, y se dirige con la 
habilidad de la mente. 



Desde el punto de vista de la arqueologia, los hallazgos de 
cascos Montefortino son excepcionales. Aunque el origen 
es celta, y algunos ejemplares italicos se han hallado 
efectivamente en territorio ampuritano, la mayoria de los 
conocidos en la Peninsula Iberica se concentran en el area 
iberica: Alicante, Murcia, Albacete y Andalucia oriental. 
Esta escasez probablemente se deba a que los cascos 
metalicos eran exclusivos y caros, siendo asi que el grueso 
de los guerreros debieron utilizar protecciones de material 
perecedero. 

La adopcion de este tipo de proteccion por los guerreros 
iberos se achaca a los soldados mercenarios que sirvieron 
a las ordenes de Cartago. Los mas antiguos, del area 
ampuritana, se pueden fechar a partir del siglo IV a.C, pero 
los procedentes de contextos indigenas hay que situarlos a 
partir de mediados del siglo III a.C. 

Casco de bronce tipo Montefortino. Siglo lll-ll a.C. Procedencia desconocida. 
Museo Arqueoldgico Nacional, Madrid. 



En ella se concentran todos los significados simbolicos y 
rituales de la guerra, la lucha heroica y el poder. No existen 
muchos cascos famosos, pero todos conocemos a Tizona y 
Colada, Excalibur, Joyeuse, o Durandal. 

La espada caracteristica del guerrero ibero es la falcata, 
de hoja curva y puho cuadrado, tal como se represento 
en el relieve del Guerrero de Osuna (Sevilla). Conocemos 
numerosos ejemplares recuperados por la arqueologia en las 
necropolis ibericas, ya que acompahaban al difunto hasta el 
mas alia porque formaban parte inseparable de su identidad. 
Por el contrario, el arma que esgrime el heroe de la Fibula 
Braganza es una espada recta. Desafortunadamente, la hoja 
no se ha conservado, aunque quedan huellas de que estaba 
apoyada en el hombro; pero si conservamos la vaina que 
aparece ornamentada y con remate inferior. 

Por sus caracteristicas de gran longitud, la ornamentacion, 
y por estar asociada al casco tipo Montefortino, creemos 
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que lo que lleva el guerrero es una espada tipo La Tene, 
o una derivacion de ese tipo. Estas espadas son de origen 
centroeuropeo y aparecen en el ambito peninsular a partir 
del siglo IV a.C, aunque solo en el III a.C. abundan en 
yacimientos celtibericos de la Meseta oriental, y con menor 
frecuencia en el area iberica. 

El escudo celta 

Si existe una relacion de identidad individual entre la espada 
y su dueho, la del guerrero con el escudo es de caracter 
colectivo. Es el primer emblema del grupo; informa, previene 
y protege. El reconocimiento de la identidad colectiva es 
previo a la accion. 

El escudo de Aquiles fue regalo de su madre Tetis, quien 
derramando lagrimas, lo encarga al dios herrero Hefesto en 
su afan por proteger la vida del heroe. Segun nos cuenta 
Homero (lliada XVIII, 468-608) esta fabricado en oro, plata, 
cobre y estano, con aplicaciones de lapislazuli, y se decoro 
con la representacion de un microcosmos: en el circulo 
central, el cielo, la tierra y el mar; en el segundo circulo, 
la vida ciudadana con dos ciudades, una en paz y otra en 
guerra; en el tercero, la vida rural, con las cuatro estaciones; 
en el cuarto, una danza ritual; finalmente, en el borde del 
escudo, la representacion del oceano. 

El gran escudo ovalado con el que se protege el joven de la 
Fibula Braganza es de los llamados celtas; aunque de origen 
italico, su usoseextendio portoda Europay el Mediterraneo en 
el siglo III a.C, para ser adoptado con ciertas modificaciones 
por el ejercito romano. 

Los hallazgos de escudos celtas no son frecuentes en la 
Peninsula, en donde predomina el escudo circular, pero si 
fueron objeto de representacion en soportes muy diversos. En 



Exvoto en bronce que representa un guerrero armado y desnudo, Collado de 
los Jardines, Santa Elena (Jaen). Museo Arqueologico Nacional, Madrid. 
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uno de los relieves de Osuna aparece un guerrero ibero con 
falcata y escudo ovalado, asociado en el mismo monumento 
funerario al que pertenece este sillar, a una flautista y unos 
oferentes. Tambien en la ceramica iberica con decoracion 
narrativa del estilo Lliria/Oliva, fechada entre los siglos Mi- 
ll a.C, se representaron escenas guerreras con infantes 
que portan escudos de los dos tipos, al lado de divinidades 
femeninas que empuhan el gran escudo. Parece que el 
escudo oval se asocia a escenas de significado religioso, el 
mismo que se detecta en los contextos arqueologicos donde 
se hallaron las ceramicas pintadas, espacios sacros o con 
funcion ritual. 




Sillar del monumento funerario de Osuna (Sevilla), con relieve de guerrero 
armado con escudo oblongo y falcata en combate ritual. Siglo II a.C. Museo 
Arqueologico Nacional, Madrid. 
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Los espacios ibericos 



La tierra 

Las coordenadas sobre las que interpretamos nuestras 
percepciones y elaboramos nuestro pensamiento son 
fundamentalmente dos: el espacio y el tiempo. El espacio 
iberico se estructura en torno a dos niveles de abstraccion, la 
naturafeza fecundadora, que todo lo engloba, y el territorio, 
que crea un orden y ofrece seguridad, siempre que uno no 
sobrepase los limites. 

En una sociedad eminentemente agricola y ganadera, la 
fertilidad es garantia de supervivencia y a ella se dedican 
buena parte de las advocaciones y representaciones 
religiosas, como la diosa alada surgiendo de la tierra, que 
vemos en un vaso pintado de La Alcudia de Elche (Alicante): 
la divinidad se muestra como un gran rostro (un rostro 
perfectamente picassiano) maquillado con arreboles de 
colorete, naciendo de un capullo que esta enraizado en la 
tierra. Las alas le confieren esa categoria divina que tambien 
se expresa en la frontalidad de la mirada y el excesivo tamaho 
de la imagen. Su cortejo se situa en la parte posterior del 
vaso; son dos rostros masculinos de perfil separados por el 
animal mas apegado a la tierra, la serpiente. 



El nivel mas concreto de la conceptualizacion iberica, 
en el que se desarrolla la vida cotidiana, esta referido al 
territorio como espacio civilizado, politico y economico. 
Es el oppidum, la ciudad, el asentamiento fortificado que 
controla las tierras de explotacion agricola, donde el hombre 
ha impuesto su orden. Pero no hay representaciones 
cotidianas en la figuracion iberica; el ibero recurre para ello 
a la expresion del contrario, lo salvaje. En otro vaso de La 
Alcudia, una gran cabeza de lobo surge de la tierra; detras, 
un conejo es perseguido por un carnivoro y un aguila de alas 
explayadas cierra el friso; en situacion central, una pequeha 
roseta, simbolo de la divinidad femenina, da el caracter ritual 
a la escena. 

El oceano 

El mar es un lugar de transito, ambito fronterizo entre la vida 
y la muerte, lo cotidiano y lo sobrenatural, engendrador y 
fecundo a la vez que destructor y despiadado. De significado 
paradojico, la historia del mar, como dice Fernand Braudel 
que entendio tan magistralmente el Mediterraneo, "no puede 
separarse del mundo terrestre que lo envuelve, como la arcilla 
que se pega a las manos del artesano que la modela". 



La naturaleza desbordante se representa en otro vaso a traves 
de la vegetacion que cubre toda la superficie disponible, en 
este caso un recipiente del tipo denominado w"sombrero de 
copa" procedente de Lliria (Valencia), con una gran hoja de 
hiedra de la que brotan seres serpentiformes, entre roleos y 
capullos. 

Vaso de ceramica pintada con lobo surgiendo de la tierra. 200 a.C. La Alcudia 
de Elche (Alicante). Museo Monografico de La Alcudia, Elche (Alicante). 



Uno de los aspectos mas amables del mar lo representa un 
plato de pescado procedente del poblado de Hoya de Santa 
Ana (Albacete) decorado con siete peces que convergen 
hacia el centro, espacio simbolico de las profundidades. 
Uno de ellos nos muestra la espina de su interior, como en 
una radiografia. El resto del plato se rellena con roleos y 
volutas, simbolos vegetales que, en ese juego de contrarios, 
representan la olas y la fecundidad marina a la vez. 
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fuera del vientre paterno-materno, en la misma actitud de 
enarbolar el arma, al lado de un huevo. 

Mundo subterraneo 

El inframundo, el mas alia, reino subterraneo, Hades o 
Infierno, son epitetos para nombrar lo que se desconoce 
porque se situa en un territorio al que solo la muerte tiene 
acceso y del que no hay regreso posible. Sin embargo, ese 
mundo esta mucho mas presente e imbricado en la vida del 
ibero que en la actualidad. La muerte preside la vida de forma 
natural porque es el ciclo que impone la naturaleza. El primer 
poema de nuestra civilizacion, La lliada, es el Poema de 
Muerte. 



Vaso de ceramica pintada llamado del "Ciclo de la Vida" encontrado en la 
ciudad de Valencia. Siglo I a.C. Museo de Historia de Valencia 



El caractermiticode lasaguascomo lugarde inicio, el comienzo 
de la historia, tiene su expresion en dos vasos pintados con 
escenas excepcionales. El vaso de los Villares de Caudete 
de las Fuentes (Valencia) representa una escena de lucha 
mftica que parece desarrollarse en un medio acuatico: un ser 
monstruoso y metamorfico es herido por su oponente con un 
puhal, en la pierna y en el pecho, mientras que un lobo al 
tocarle con su garra, le infunde nueva fuerza y vigor. El delfin 
y la flor ondulada indican un paisaje marino, pero existen otros 
personajes misteriosos como el centauro y la esfinge. 

El vaso llamado del "Ciclo de la Vida" aparecio en recientes 
excavaciones de la ciudad de Valencia y en el se represento 
un prodigio que quiere narrar algun mito de fundacion, quiza el 
de la propia ciudad. Un monstruo asexuado que no pertenece 
ni a la tierra ni al mar, pero enarbolando un arpon, esta 
varado porsu propia monstruosidad, mientras que un cortejo 
de animales miticos acude al lugar. El interior del monstruo 
se nos muestra radiograficamente, compartimentado, 
conteniendo un monstruo similar a si mismo que se repite, 



La muerte se concibe como un viaje, un transito que requiere 
la ayuda de un medio propicio y de una ceremonia, el rito. Las 
esfinges, los grifos son personajes que facilitan y ayudan en 
estos transitos de muerte porque son seres intermedios entre 
lo humano y lo divino. Ciertos animales se asocian a la idea 
de muerte y forman parte del paisaje del mundo subterraneo; 
en primer lugar la serpiente, que vimos enroscada separando 
los rostros masculinos que acompahan a la divinidad femenina 
que surge de la tierra en el vaso pintado de La Alcudia. Pero 
tambien el jabali y el lobo. 

En el medallon central de la patera de plata de Santisteban 
del Puerto (Jaen) la cabeza de un lobo infernal, rodeado de 
serpientes, se ha representado en el momento de regurgitar 
a un personaje masculino hacia el mas alia. La pieza que se 
fecha en epoca helenistica, es fruto de su propio momento, 
y la terrible figura central surge en el marco de una escena 
de banquete dionisiaco con centauros y centauresas. 

El jabalf, a la vez victima preferida del cazador y premonitor 
de la muerte, fue representado en una escena de lucha mftica 
en el vaso de los guerreros de Archena (Murcia). Un infante 
y un jinete, protegidos por escudos ovales, luchan en el lugar 
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Medallon central de la patera ritual de Santisteban del Puerto, Jaen. Siglo ll-l a.C. Museo Arqueologico Nacional, Madrid 



donde yacen muertos otros dos guerreros. Un lobo presencia 
la escena con las fauces abiertas para engullir a la victima y 
transportarla al mas alia. 

En un plato argenteo de Abengibre (Albacete) se grabo, entre 
otros muchos grafitti, la imagen del jabali en el medallon 
central, junto a una cierva que vuelve la cabeza en el 
momento en que una flecha lanzada por un guerrero, apenas 



esbozadas las piernas, va a acabar con su vida; preside la 
escena la silueta de un gran carnivoro. Forma parte de un 
conjunto de platos que debieron ofrendarse a un santuario. 
Pero la imagen mas antigua de seres infernales, hacia el 500 
a.C, aparece en los relieves del monumento funerario de 
Pozo Moro (Albacete). Uno de los sillares se labro con un 
jabali de doble cuerpo que se enfrenta a un ser serpentiforme 
enroscado en sus patas. 
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Privilegios aristocraticos: 
joyas y monumentos 



La lucha del heroe 

El mundo heroico surge cuando el hombre tiene que justificar 
su situacion de preeminencia ante los demas. Los caminos 
para ello son la persuasion o la fuerza; entonces se configura 
el mito. La necesidad de proteccion, de seguridad para el 
desarrollo de la vida y la reproduction del grupo, facilitan la 
labor del poderoso. 

Una antiquisima imagen oriental del heroe es la del hombre 
desnudo luchando en combate singular contra un leon que se 
yergue sobre sus patas traseras; la sacralidad del momento 
esta indicada por la flor de loto abriendose sobre el rabo de la 
fiera. Fue representado en las placas de oro del cinturon de 
un principe de Aliseda (Caceres) que se quiso enterrar con 
sus simbolos de poder y probablemente junto a su esposa. 
Otras placas nos presentan un grifo, ser mitico y protector. 
El doble ajuar funerario contenia mas de tres centenares de 
objetos de oro. 

La idea del "sehor de los animales", de la zoomaquia, del acto 
heroico, del dominio sobre la fuerza, es el recurso ideologico 
que la elite iberica adopta y adapta iconograficamente a 
su propia realidad. La aristocracia promueve la idea de un 
principe joven, valeroso, fuerte y dotado de las cualidades 
que le justifican como dirigente; su imagen sobrehumana se 
representa en una variedad de situaciones de las que sale 
vencedor. La sancion divina siempre esta presente, a traves 
de los seres monstruosos, hibridos, o de la propia naturaleza, 
metafora del linaje aristocratico. 

Cabeza de lobo en piedra del santuario heroico de El Pajarillo, Huelma, Jaen. 
Siglo IV a.C. Museo de Jaen. 



Dos monumentos excepcionales, hallazgos relativamente 
recientes, nos ilustran sobre esta ideologia. En el caso del 
Cerrillo Blanco de Porcuna (Jaen), las esculturas, fechadas 
en la primera mitad del siglo V a.C, muestran un riquisimo, 
y diverso, programa iconografico de apropiacion de la 
naturaleza por parte del grupo familiar aristocratico que 
ostenta el poder en el territorio: una gripomaquia, o lucha 
del heroe contra el grifo; luchas entre guerreros; escenas de 
caza e iniciacion; ofrendas de animales a la divinidad... 

En el santuario heroico de El Pajarillo (Huelma, Jaen), en 
el valle del rio Jandulilla (siempre la referenda al agua), se 
elevo a inicios del siglo IV a.C. un monumento con la siguiente 
zoomaquia: el heroe, representado en el momento de sacar 
la falcata, inicia el enfrentamiento contra un gran lobo que 
defiende su espacio; cerca yace un niho desnudo; en otras 
zonas del monumento aparecen grifos y leones que ratifican 
el caractersobrenatural de la accion. Se trata de un programa 
de legitimacion de la ocupacion del territorio a traves del culto 
al antepasado heroico. 

Tambien la ceramica puede ser vehiculo de representacion del 
poderoso. Un rico comerciante ibero de L'Orleyl (Castellon), 
en el siglo IV a.C, quiso enterrarse con una cratera atica de 
importation con la representacion de una gripomaquia. De un 
contexto igualmente funerario es el vaso de la necropolis del 
Corral de Saus, en el que el heroe se enfrenta a una enorme 
esfinge, monstruo alado, asociado al inframundo, con cuerpo 
de felino y cabeza humana. Por el contrario, la escena del 
joven y el monstruo, en una accion que parece responder 
a un rito de iniciacion del adolescente, fue representado en 
la tinaja de "los guerreros" de la habitation sagrada de La 
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Serreta de Alcoi (Alicante). Escenas similares son las del 
vaso del "joven y el dragon" de La Alcudia de Elche (Alicante), 
en donde el heroe coge la lengua de un gigantesco lobo para 
demostrar su valor, o las del llamado vaso del "jinete y el 
monstruo" del mismo yacimiento. 

Las fibulas con animales 
y escenas de caza 

Las fibulas se agrupan en tipos concretos y en grandes 
famiiias indicativas de un lugar, de una zona o de toda una 
region; pero tambien de una epoca y de una moda. Sin 
embargo, la informacion mas valiosa procede de su contexto 
arqueologico y de las asociaciones a otros materiales bien 
fechados. 



El comercio y la practica del intercambio entre iguales permite 
a las fibulas viajar grandes distancias y no es raro encontrar 
productos exoticos en los lugares mas alejados de su origen. 
De este modo, los gustos, las imagenes, las tecnicas y las 
formas van cambiando segun las interacciones entre distintos 
grupos. 

La Fibula Braganza carece de contexto arqueologico, pero 
pertenece a la familia de las llamada "de pie vuelto" que se 
encuentran en un amplio tem'torio de la Peninsular Iberica, 
desde La Meseta oriental a Andalucia y Portugal. Estos 
broches de plata, generalmente dorada, presentan un 
largo pie que se vuelve sobre si mismo para acercarse o 
descansar sobre el arco del cuerpo. El extremo del pie, y en 
ocasiones todo el arco, adopta la forma de cabeza de animal 




Ffbula en plata dorada con escena cinegetica de Canete de las Torres, Cordoba. Siglo 1 11-11 a.C. Museo Arqueologico Nacional, Madrid. 
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enlazada a otra cabeza en el lado opuesto -lobos, serpientes, 
caballos... Las fauces abiertas son las que sirven de union a 
una secuencia simetrica de cabezas, o de enlace entre las 
distintas partes de la fibula. La idea de monstruo bicefalo 
es frecuente en el mundo iberico desde el siglo Vl-V a.C, 
como vemos en la representacion de un jabali bicefalo en 
uno de los relieves del monumento funerario de Pozo Moro 
(Albacete). 

Otras fibulas de pie vuelto soportan una compleja 
ornamentacion de figuras en bulto redondo que escenifican 
la caza del jabali o del ciervo; y aun otras representan 



Tesoro de Mairena del Alcor, Sevilla, con diadema de extremos triangulares, fibula 
de oro y collar rigido. Siglo III a.C. Museo Arqueologico Provincial de Sevilla. 



solamente a los animales. En las mas complejas, como 
la de Cafiete de las Torres (Cordoba) o la de Chiclana de 
Segura (Jaen), aparece un jinete armado persiguiendo al 
animal salvaje con ayuda de su perro. El simbolismo de esta 
actividad aristocratica esta subrayado por la presencia, en el 
travesano del resorte de la fibula, de una divinidad surgiendo 
o mostrandose entre caballos, o quiza se pueda interpretar 
como un auriga que conduce el carro del sol en su ciclo 
diario. 

Las fibulas de Cahete y Chiclana, asi como otras similares, 
se fabricaron en plata posteriomente dorada, de forma que 
su aspecto debio ser impactante, aunque hoy han perdido 
casi totalmente el oro de la superficie. Si las comparamos 
con el ejemplar de Braganza, vemos que estos broches 
pertenece no solo a la misma familia, sino al mismo tipo, 
diferenciandose unicamente en cuestiones de estilo; es este 
uno de los argumentos para defender que su procedencia 
esta dentro del ambito iberico peninsular, aunque el orfebre 
pudo haber tenido un origen griego. 
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Tesoro de Mairena del Alcor, Sevilla, con diadema de extremos triangulares, ffbula de oro y collar rfgido. Siglo III a.C. Museo Arqueologico Provincial de Sevilla. 



Las fibulas de oro turdetanas 

No todos los miembros de la sociedad tienen acceso a un 
objeto tan sofisticado como la fibula. Solo los poderosos 
pueden aparecer ante los demas con este objeto exclusivo. 
La fibula fabricada totalmente en oro, es la representacion 
maxima del poder aristocratico porque es el metal que se 
identifica con la divinidad. 



Los tesoros gemelos de Mairena del Alcor y La Puebla de 
los Infantes (Sevilla) son ocultaciones rituales o votivas que 
interpretamos como dotes de mujeres de muy alto ran go 
^Princesas, sacerdotisas? Carecen de contexto arqueologico 
por lo que la clave de su lectura esta en la asociacion de 
piezas, en su iconografia, y en el hecho de que se trate de 
conjuntos con objetos del mismo tipo: la diadema articulada 
de extremos triangulares, los collares rigidos de alambres 
trenzados, y la fibula. No son solo joyas, sino objetos plenos 
de significado y simbolismo. 
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Los tres collares caracterizan un tipo de representation 
femenina en la cultura iberica. Por ejemplo, la Dama de Elche 
y la Dama de Baza llevan tres collares; y otros tres collares 
forman parte del tesoro de Javea, que tambien contiene una 
diadema de extremos triangulares y una fibula. 

La fibula de oro es el ultimo de los componentes 
aristocraticos que se repite en los dos tesoros sevillanos. 
Son dos broches pertenecientes a la familia llamada de La 
Tene, con algunos elementos iconograficos que coinciden 
con los de la Fibula Braganza, como las esferas adornadas 
con cordones. 



Alicia Perea 
Dyfri Williams 
Ricardo Olmos 



La diadema de extremos triangulares estuvo en uso, en el 
sur y levante peninsular, desde el siglo VII a.C. hasta el III 
a.C, momento en el que podemos fechar estos dos ultimos 
ejemplares. La iconografia que aparece en las pequenas 
placas con charnelas de union, esta relacionada con la 
fecundidad. En el caso de La Puebla aparecen bellotas y la 
imagen de una diosa de alas plegadas sobre el cuerpo; en 
los extremos triangulares una escena de caza simboliza el 
opuesto elemento masculino. El ejemplar de Mairena es mas 
esquematico, unos simples roleos acompanan a las bellotas. 
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Museo de Prehistoria de Valencia 


Museo Arqueologico Nacional, Madrid 


Relieve de la flautista 






Osuna (Sevilla) 






Museo Arqueologico Nacional, Madrid 
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4972 


23170 


1998/70/x 


Vaso del Heme 


Ffbula de plata 


Tesoro de La Puebla de los Infantes (Sevilla) 


Corral de Saus (Mogente, Valencia) 


Canete de las Torres (Cordoba) 


Diadema, ffbula, anillo, bulla y tres torques 


Museo de Prehistoria de Valencia 


Museo Arqueologico Nacional, Madrid 


Museo Arqueologico Nacional, Madrid 


LA-1762 


CE/DA02821-35 




Vaso del joven y el dragon 


Ffbula de plata 




La Alcudia (Elche, Alicante) 


Chiclana de Segura (Jaen) 




Museo Monografico de La Alcudia de Elche 


Museo de Jaen 




(Alicante) 


5223 




2747 


Ffbula de plata 




Gran vaso de los guerreros de La Serreta 


Almadenes de Pozo Blanco (Cordoba) 




Alcoy, Alicante 


Museo Arqueologico y Etnologico de Cordoba 




Museu Arqueologic Municipal Camil Visedo 






Molto, Alcoy (Alicante) 


5224 

Ffbula de plata 




(sin numero de inventario) 


Almadenes de Pozo Blanco (Cordoba) 




Cratera de la grifomaquia 


Museo Arqueologico y Etnologico de Cordoba 




Orley (Vail de Uxo, Castellon) 






Museo Municipal de Burriana (Castellon) 


28461 

Ffbula de plata 




CE/DA01683-EO8 


Santisteban del Puerto (Jaen) 




Grupo escultorico de la grifomaquia 


Museo Arqueologico Nacional, Madrid 




Cerrillo Blanco de Porcuna (Jaen) 






Museo de Jaen 


35650 
Ffbula 




CE/DA02923-1 


Torre de Juan Abad (Ciudad Real) 




Escultura de guerrero 


Museo Arqueologico Nacional, Madrid 




El Pajarillo de Huelma (Jaen) 






Museo de Jaen 


REP 1981/537-547 

Tesoro de Mairena del Alcor (Sevilla) 




CE/DA02923-2 


Dos brazaletes, torques, anillo, pulsera, 




Escultura de carnfvoro 


colgante, fibula, cinturon, bulla y diadema 




El Pajarillo de Huelma (Jaen) 


Museo Arqueologico Provincial de Sevilla 




Museo de Jaen 
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50 CENTAVGS 




A ENTREVISTA DA SEMANA 



A SR. A DUQUEZA DO PORTO 



N 



AO me escjueei de que a senhora Duquesa 
do Porto e sentimental e americana. 
Por isso nao Ihe enviei o cartao onde ela 
necessariamente teria que ler: 



wjfl fli fH/Oiaatiwa 



\ 



Sentimental, a leitura do noiue evocaMbe-ia a 
memoria loira do sen Principe; americana, supor-se-ia 
alvo de uma chantage* 

Fiz-me anunciar travestido de Hustragao Portu- 
guese. Recebeume sem demora, Quando subia as 
escadas outro jornalista descia-as. 

A senhora Duquesa do Porto esperava-me, no 
meio da saia do apartement S-iMU, % andar do Ave- 
nida Patace-HoteL 

Conhecia*a por fotografias nos jornais que dese- 
nhavam uma figura magra, daquela magreza angulosa 
das mulheres cjue passam os 30 sem nutrir* Supul-a 
sem outra inocidade alemdecssa, da linha. 

Mas nio. A senhora Duquesa do Porto, D, Maria 
Pia de Braganca, nde Nevada com Marios sobreno- 



mes de outros maridos, tern amda certa mocidade na 
cabeca pequena, abonecada, com uns olhos azues ou 
cinzetitos — nfto me lembra bem — uiuas pommetes 
martadps e estriadas de rosa e uma boca fma, ja 
inn pouco pikssada, o que Ihe da o ar de a ter sempre 
comprimida, 

Co mo o pescoco € muito alto a senhora Duquesa 
interrompe-o, precisamente ao meio, com uma fita 
negra. 

Esta de chapeu,— urn toque pequenino e toda 
embrulhada numa capa de Veludo — tudo negro, evi- 
dentem^nte. 

Quando me dirigi a ela T abriu mais os olhos e cer- 
rou mais a boca* E em pe\ com a nigo esquerda 
apoiada numa jardimura e a outra sublinhando as 
suae paliVras, em francos, a senhora Duquesa come- 
cou falandoi devagar, euidadosamente, pesando bem 
as palavras como quern dita: 

— Estou muito grata ao goVerno portugue"s. . . 

. ..E durante algum tempo a senhora Duquesa, 
com uma nocao ctara da sua situacHo oficial, foi- 
me dizendo frases protocolores, todas consagradas 
ao governo e ao chefe de gabinete de nao sei que 
mltiisterio. 

Por fim, a senhora Duquesa parou, por n&o ter 
mais que dizer, oticialmente, 

Foi entao que, para estabelecer a intimidade ne- 



cessans para uma conversa de magazine* Ihe decline! 
o men nome. 

A senhora Duquesa. ao contrarlo do que en supu- 
nha, nao se comoveu, Achou graca, Snrriu. 

Comec£mos etitSo a falar de coisas futeis, das 
coisas futeis que eu desejava. 

Apesar de ser Nevada declarou-me sentir muito 
frio, Receiou que parcccsse uma afirmacSo banal e 
repetiu, com conviccSo: 

—Mas mui to frio t mui to,,, 

E para o proyar, abriu a sua caj>a t tium gesto ele- 
gante, moslrando-me, porbaixo, mais veludos- 

— V£? Por mais que me agasalhe, tremo de frio, 
Quasi que nao saio de casa,** * 

—Por causa do frio? 

—Por causs do frio. Estou a espera de me habi- 
tuar ao clima, para poder dar uns passeios, 

— Mas 1& f6ra faz mats frio. 

—Ha! pois fasc; Em Madrid ate" cai doente. 

E num refrain: 

— Frlo t mui to frio., * 

Bnfendr dever fazer-lue urn madrigal: 

— Pois tern feito urn sol que parece de proposito 
para receber visitas reais, como a da imperatrix Zita 
e a vossa. . , 



coquette, Tive cunosidade de saber o que lia a senhora 
Duquesa. 

Explicou-me que o que a interessava mais eram 
os Hvros que se referiam £ casa de Braganca. Mas lu- 
tava com a dificuldade de arranjar livros. 

—Li um P que nao percebi bem. Muito dificiL 
escritor 6 tnuito profundo, muito subtil... 

—Como se chama? 

—Cidade do Vtcio y conhece? A Cidade do Vicio. . . 
e Lisboa™ explicou. 

A quern a senhora Duquesa o diz. . . Nao pudemos 
deixar de sorrir, . . 

— Que mais ? 

—Li tambem o. . . O Destronarfo, conhece? 

—Nao, nilo conheco, 

— E* dum escntor conhecido, Como se chama? 
Castelo Branco, nao &*,* 

Perguntei-llie se conliecia o Eca. Conhecia. Abriu 
os oluos, nurn dilatamento de admiracao, 

Depois, perguntou-rne pelos novas. Se havia es- 
cri tores novos, roniancistas. . . 

Fiquei urn pouco embaracado, Indagou deppis do 
valor de Mr. Norbers. Supuz que se tratava do jorna- 
lista Norberto de Aran jo, que a entrevistou e Ihe 
consagrou urn artigo. ExpliqueMhe que era urn jorna- 




Na Camera Mortttatia de Sua Aiteza o Duque do Porto 



A senhora Duquesa riu. Fiz-lhe outra per gun la 
sacramental: 

— Gosta de Portugal? 

— Qosto, evidentemenfe. 

Eutre variasamabilidades ao nosso clima, contou- 
me o seu desejo de Near a viver em Portugal, nutria 
casa bouita, entre recor- dagoes de seu marido, a 
guitarra do inFante. os setts bibelots da Ajuda. . . 

— Fala portugtieS? 

Que sim, que falava. Mai, mas falava. E com pre- 
endia-o muito bem* E exemplEffeou ; 

— Viu este joniatista que safu? Pois nSo me dfsse 
uma palavra em frances. Compreendbo perfeitamente. 

—Com o Infante, falaVn em Portugues? 

— Confonne. Fahivamos, ds vezes, em frances, 
outras em italiano. Na doenea, D* Afonso nno falava 
sen&o portugues. Eu respond ia-lhe em f ranees, 

Falamos depois de literatura. A senhora Duquesa, 
como eu a interrogate, em bom estilo de magazine, 
em que passava o tempo em Portugal, explicou que 
lia muito, 

— Frances? 

—Sim, francos e espanliol. Gosto muito do Blasco 
Ibafiez Tambem leio portugues, 

E sorriu, novamente, de orgulho, urn orgulhosinho 



lista distfuto, mas que ua"o tinha romances.., A se- 
nhora Duquesa estava absolutamente intercs- 
sada pelo fnovimento intelectual em Portugal e fez- 
me as mais mimiciosas perguntas sobre a frequencia 
de eacolas superiores em Portugal. A senliora Du- 
quesa ficou radiante com os numeros que I lie indi- 
quei Percebi -I he uma graude deferencia pelos bacha- 
reis. Perguntou-tie se eu o era. ExpliqueMhc que em 
Portugal, ao contrario do que era natural, o culro das 
letras inter torn pe os bacharehUos. e rompi com 
uma catilinatia contra os bachareis tjue mereceu aU 
guns sorrisos e utu on outrorisoda senhora Duquesa. 

B, para feciiar, uma frase tnteressante da senhora 
Duquesa. que se reveloit, durante a converse uma 
senhora inteligente. Preguntei-lhe : 

— Ate quarido se demora aqut? 

—Nao sei, Estou a espera do harco em que vem 
o corpo de men niarido, Nao tenho recebido iiovas. 
N^o sei bem onde estfi; suponho que vem nas alhtras 
da Argelia. Mas nao sei, uao sei, 

E a tal frase i5 esta: 

— Desde que nos amdmos 6 a primeira vez que eu 
nSo se! onde ele esta exactamente. . , 

Afonso de BRA G AN Q A 




The Celtic Gold Warrior Fibula 
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THE PROPERTY OF A PRIVATE COLLECTOR 
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A HIGHLY IMPORTANT CELTIC LA TENE GOLD WARRIOR FIBULA 

3RD CENTURY B.C. 

Finely detailed, with a youthful naked warrior confronting an attacking wolf-like hound, the warrior 
wearing a Montefortino type helmet and armed with a La Tene shield and scabbard with belt, the pommel 
and hilt of a sword in his right hand, resting on an intricately ornamented bow terminating in twin hound 
heads with curling mane composed of eight spirals, traces of blue enamel in the filigree decoration, the 
catch-plate with tapering twisted wire foot emerging from a snarling hound head protome with a 
moveable boar's head slider to secure the pin, the underside of the catch-plate with chased mane with six 
curls on either side, traces of blue enamel in the central guilloche decorated cordon, eyes of the warrior 
and animals deeply recessed to take inlays, mounted 
5X 6 in. (14.1 cm.) long 

Estimate on Request 

PROVENANCE: 

Thomas F. Flannery, Jr. collection: acquired in Chicago circo 1949 from Warren Piper; it is believed that he 
acquired it from the heirs of a descendant of an 18th/19th Century noble European family, who emigrated 
to the USA on the death of her husband in 1919. 

EXHIBITED: 

On loan to the British Museum, London, 1993-2000; exhibited in the Iron Age Gallery, 1997-2000. 

Early Celtic Art, Royal Scottish Museum, Edinburgh, and the Hayward Gallery, London, 1970, no. 35. 

CONDITION: 

A British Museum laboratory analysis of the gold gives the following results: 79.6% gold, 11% silver, 
9.4% copper, which is entirely consistent with ancient unrefined gold. 

Traces of blue enamel in the bow's filigree decoration, on the central cordon and in one eye of the animal 
head protome. Pin and spring missing. Solder repair joining catch-plate to animal head terminal on bow. 
Warrior's two foot rests repaired underneath attacking hound. Side attachments to helmet now missing. 
Sword blade missing with solder mark on warrior's right shoulder where blade may have been supported. 

PUBLISHED: 

B. Cunliffe, The Ancient Celts, London, 1999, p. 93; S. James, Exploring the World of the Celts, London, 
1998, p. 42; J. Wood, The Celts, London, 1998, p. 13; P. Berresford Ellis, Celt and Roman: the Celts in Italy, 
London, 1998, pi. after p. 114; I. M. Stead and N. D. Meeks, The Celtic Warrior Fibula, The Antiquaries 
Journal, 76, 1996, pp. 1-16; I.Zaczek, Chronicles of the Celts, London, 1996, p. 25; R. M. Rowlett, The 
Golden Celtic Warrior Fibula, Studies in Mediterranean Archaeology, Jonsered, 101, 1993, pp. 198-228; 
R. and V. Megaw, Celtic Art, London, 1989, p. 122 and 124; Early Celtic Art, exhibition catalogue, 
Edinburgh, 1970, p. 8, no. 35; K. Raddatz, Die Shatzfunde der iberischen Halbinsel, Madrider Forschungern, 
5, Madrid, 1969, p. 144; 0. Klindt-Jensen, A Golden Statuette of a Celtic Warrior, Antiquity, 35, 1961, p. 53, 
pi. 5; Ceiticum: Actes du premier coiioque international d'etudes gauloises, celtiques et protoceltiques, I, 
Rennes, 1961 (front cover); and 0. Klindt-Jensen, Una statuetta d'oro d'un guerriero ceitico, Documentie 
Studi, 6, Bologna, 1960, pp. 361-366. 



The Celts were renowned for their fine metalwork, creating their own unique style although with possible 
influences from Hellenistic, Etruscan and Thracian metalworking. Access to gold came through local 
European sources, as well as through trade and bullion. From circa 400 B.C. onwards Celtic migrations led 
to trade and conflicts which generated huge amounts of booty. Migrations from the original Celtic 
heartland centred in the Marne, Moselle and Bohemia regions (known as La Tene culture), brought the 
Celts into conflict with the Romans. The sack of Rome in 390 B.C. only ended after the Celts had been paid 
off in substantial amounts of gold which, according to Livy, amounted to lOOOIbs in weight. The valley of 
the River Danube funnelled migration eastwards towards the Balkans. The Celts defeated the Macedonians 
in 280 BC and laid siege to the Greek sanctuary of Delphi a year later. From the same date, a band of Celts 
(the Galatians) even reached as far as Asia Minor, the furthest eastern point of their influence. 

The confident workmanship of the Celtic Gold Warrior Fibula therefore comes at a time of the widest 
extent of the Celtic world in the 3rd Century B.C. The Fibula is exquisitely created from a pure and rich 
coloured gold with its vibrant and dynamic subject of a Celtic warrior hero surrounded by snarling and 
ferocious animals, giving the effect of a larger three-dimensional sculptural group. The attention to detail 
is remarkable from the accurately observed weapons and armour to the carefully delineated toes and 
fingers of the warrior clasping the grip on the back of the shield; so, too, the finely chased animal heads 
and the delicate filigree tracery on the bow of the fibula in which are traces of blue enamel. The deeply 
inset eyes of both the warrior and the animals would, also, have been enlivened with blue enamel. 

Rare amongst ancient fibulae of this period is the ingenious locking mechanism to ensure that the pin did 
not spring free. On the curving bow, the animal head furthest from the warrior would have been fitted 
with a coiled spring and pin which would have attached the folds of drapery to the wearer's right shoulder. 
The pin, now missing, would have slotted into the catch-plate over which the boar's head slides to lock it 
into place. The top of the boar's head has a runnel into which the snout of the pursuing second animal on 
the bow rests. This boar's head locking mechanism still slides easily up and down and is a clever decorative 
device that solves the problem of securely fixing the pin. Evidence of wear along the spirally twisted foot 
of the Fibula would suggest that it was indeed worn more regularly than solely for ceremonial use. 

The style of the Fibula suggests influences not only from the Mediterranean world but also from Western 
Europe. The filigree decoration on the bow closely copies a Greek motif while the warrior bears a large 
oval shield which is typical of the La Tene period in Celtic chronology. Close parallels include The Chertsey 
Shield, a fine bronze 3rd-2nd Century B.C. shield found in the River Thames at Chertsey in Surrey, as well 
as depictions of captured Celtic armour on the late 2nd Century B.C. reliefs at the sanctuary at Pergamon 
in Asia Minor. From the warrior's waist-belt hangs a La Tene type scabbard, typically depicted on the right 
handside; in his right hand he wields the now bladeless hilt of his sword. The helmet, of Montef ortino type, 
has solder traces on the sides from either horn or wing attachments. 

The heroic nudity of our figure fits with descriptions of Celtic warriors in ancient literature and from 
archaeology. The famous group of Roman marble copies of statues from Pergamon of dead or dying Celts 
are all depicted naked. There are descriptions in literature of Celts fighting naked. In Polybius' description 
of the Battle of Telamon in Italy in 225 B.C. between the Romans and Celts, he writes that they threw off 
their garments "owing to their proud confidence in themselves, and stood naked, with nothing but their 
weapons, in front of the whole army". 




What the imagery on the Fibula symbolizes is open to speculation. It should be remembered that the Celts 
had a love of visual riddles, so well seen in their convoluted designs often hiding secondary images. This 
extended into their religion and mythology, too, with tales of deities frequently changing shape and taking 
on the guise of animals. Apart from the obvious boar head, the animals all come from the canine family 
and are dogs or wolf-like hounds. Certainly boars and dogs figure prominently in Celtic iconography. As a 
hunting scene, the snarling dogs could well be in pursuit of their quarry, the boar. However, the boar was 
not only hunted, but also revered as a sacred animal possessing magical qualities. It was a symbol of 
fertility, strength and power, as well as that of protection and, as such, frequently occurs as the device 
on shields and as helmet crests. 

However, the Fibula is most likely to represent a noble youthful hero successfully overcoming initiation 
tests. The hero on the Fibula is clean-shaven suggesting a youth on the verge of manhood. He is shown in 
conflict with a ferocious wolf or hound, having to overcome his first initiation to pass into full manhood 
and take up his status in the warrior class. This theme is frequently met in European and Mediterranean 
myth and legend. In later Celtic Irish literature, Cu Chulainn, "the Hound of Culann", the young hero of the 
Ulster Cycle, undergoes his first initiation by having to kill the watchdog of Culann before going on to 
become the superhuman champion of his people. Later in the tales, he is harried in combat by Morrigan 
who changes herself into various animals including a she-wolf. Although the Ulster Cycle is based on 9th 
Century A.D. manuscripts, it has been argued that the heart of these stories lies in a much earlier Celtic 
European tradition. In the Greek myth of the Labours of Herakles, Herakles captured the cattle of Geryon 
by killing the guard-dog, Orthrus, as well as capturing Cerberus, the three-headed dog guarding the 
entrance to the Underworld. In Thrace, an area overun by the Celts in circo 270 B.C., the local war deity 
is Kandaon meaning "dog-strangler" who was said to have a wolf-like appearance. Mythical Thracian 
heroes often had names derived from the Greek word for wolf "lykos" and the wolf and dog came to 
symbolize the hero-warrior or war. There are obvious iconographic parallels, too, with St. George and the 
Dragon. 




The Celtic world was certainly based on a noble aristocratic warrior society with tribal groups being 
headed by a chief or king. Prestige, power and status were won by courageous exploits and the 
accumulation of wealth in the form of livestock and, above all, gold. Polybius writing about the Celts of 
northern Italy states that "Their possessions consisted of cattle and gold, because these were the only 
things they could carry about with them everywhere", Diodorus Siculus writes "they amass a great 
amount of gold which is used for ornament not only by the women but also by the men". 

The Celtic Gold Warrior Fibula is an exceptional example of the skillful creation of an exquisite portable 
luxury treasure conveying the power and wealth of its noble and prestigious owner. The technical 
virtuosity of its construction is breathtaking and the dynamic composition with the strangely gentle face 
of its human participant makes this object eompellingly charismatic. 



A European Community Cultural Goods definitive export licence from the Department of Culture, 
Media and Sport is available for this lot. 



END OF MORNING SESSION 
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The Braganza Brooch warrior 

and his weapons: 

the Peninsular context 



Fernando Quesada 



The 'Braganza' {oka 'Flannery') brooch has been known to the scholarly world for a long time. The 
first publications around 1960 (Klindt- Jensen 1960, 1961) proposed a northern Italian provenance, 
and maintained that the brooch itself and the statuette of the warrior were in fact different pieces that 
had been combined fairly recently. The warrior was also labelled 'Celtic' basically on the evidence 
provided by the weapons he carried. The first publication in Spain (de la Bandera 1986) did not arouse 
much interest, although it put forward for the first time the theory that the brooch might be of Iberian 
origin after all. The available evidence on the history of the brooch has recently been collected and 
evaluated (in English by I. Stead and N. Meeks, 1996; in Spanish see Vv.Aa., 2007: 13-17) and need 
not be repeated here. 

Although initially some scholars cast some doubts on the authenticity of the fibula, later research, 
including metallographic analysis (Rowlett, 1993; Stead, Meeks 1996: 6) showed it to be original and 
ancient, and to have been conceived as a single piece, including the warrior fighting the monster. 

Recent discussion has focused on the probable origin of the 'Braganza Brooch' and its iconography 
(Vv. Aa. 2007). In this paper, in response to the kind invitation of Dr. A. Perea, I shall discuss the 
possible date, provenance and 'ethnicity' of the brooch using the evidence provided by the warrior and 
his weapons, in the context of the shape and decoration of the object as a whole, as analyzed elsewhere 
in this volume 2 . 



This paper has been written within the framework of I+D Research project HUM 2006-080 15-HIST. We are grateful 
to Verity Peterson for the revision of the English text. 

The lively discussions during the Conference held in Madrid (May 2007) that was the starting point for this volume 
were very useful, but they also revealed the degree of uncertainty that still clouds many aspects of the study of this 
masterful piece of workmanship. 
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The Braganza Brooch warrior and his weapons 





Fig. 78: 'Braganza Brooch'. Detail of the fight between monster and man. 
The differences and similarities between the two animals are obvious 

(© British Museum. Foto: Archivo Au, A. Perea) 
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Fernando Quesada 



The shield 



The shield carried by the warrior in the 'Braganza Brooch' has very clearly defined characteristics 
(Figs. 77, 78). It is oval and completely flat. It is held by a single, horizontal handgrip. The body of the 
shield (its 'core') is reinforced by a vertical midrib (spina, wooden in real shields), and this element is 
in turn protected by a central boss or umbo (iron or bronze in the original, full size object). The rim of 
the shield shows a thin cable-like 'decoration' all round its perimeter, and a decorative frieze. All these 
elements closely correspond with the structural parts of real oval shields. 

The first impression to be gained from a close examination of the shield is that its shape, proportions 
and typological details show that the artisan who made it had seen actual shields of this particular type, and 
understood the structural and constructional details of the original object (Fig. 79). This is particularly 
evident in the way the umbo or central boss is placed over the central spina (the wooden vertical midrib that 
strengthens the shield), and (in the original) nailed by two strong rivets to the wooden core of the shield. 
This shows that the goldsmith understood that the shield itself consisted of a wooden core (sometimes made 
of solid planks, sometimes of laminated wood), a glued midrib and finally a metal umbo or boss-plate 
riveted to the core, together with a metal reinforcement of the rim (see also Polybius 6,23,4) 3 . 

A great deal of care was obviously taken in shaping the boss; but due to the very small size of this 
object, the type cannot be precisely identified in archaeological terms. But at least we can discard three 
types that are dated at either end of the Iron Age timeline. It is surely not an early 5 th to early 4 th century 
BC bivalve boss 4 . Nor is it a late period butterfly- shaped, or an even later round boss (Brunaux, Rapin 
1988: 62 ff) 5 . It is clear that the object in the 'Braganza' shield was meant to represent a winged or 



On the structure of the oval shield, see Brunaux, Rapin (1988). Real examples in wood, Randsborg (1995), Kimmig 
(1938). On Republican Roman, convex tile-shaped shields, see the Fayum shield in Kimmig (1940) and its re- 
interpretation as a Roman and not 'Celtic' shield in Eichberg (1987) among others. On the oval shields from Iberia, 
see Quesada (1997a). The Roman auxiliary shield from Doncaster is much later (Buckland, 1978). Rectangular and 
curved Imperial Roman shields such as the Dura Europos shield are a specialized evolution not to be taken into 
account here (James 2004). Bronze- faced shields from Britain, such as the Battersea (ceremonial?) shield, are also 
a distinct type, and their shape is quite different from this piece (Stead 1984). 

See Rapin 2001 for the bivalve type and Quesada 2002-2003: 77 for the very few examples of this model in Iberia. 

Bivalve umbones are of European Celtic origin, and clearly the earliest to be found in Iberia. In the Peninsula they 
date to the second quarter of the 4 th century BC, and there is no way they can be dated to the 5 th century BC as 
proposed by Rapin (2001: 281, fig. 5). This type was not widely accepted in the Peninsula, either in the Celtic areas 
or in the Iberian coastal lands. 

The second type of scutum boss-plate is provided with 'wings' (band-plates in I. Stead's terminology), rectangular in 
shape in the early variants from the end of the 3 rd century BC, and opening into the trapezoidal wing of the so-called 
'butterfly' shape later on. In Iberia, these iron boss-plates are only found north of the Ebro river, mainly in Catalonia, 
and are usually found in association with other elements of the La Tene I-II panoply, such as swords with metal 
scabbards and La Tene spearheads. They must therefore belong to scuta of Gaulish type, dated to the second half of 
the 3 rd century BC (Cabrera del Mar, Turo dels dos Pins, etc.). A sub-group within this type of winged or band-plates 
is comprised by similar bosses also found in the Northeast or the Levant, but dated to the first half of the 1 st century 
BC, and associated with Roman Sertorian contexts (La Azucarera, La Almoina de Valencia, La Caridad). 
The third type consists of big round bosses dating to the 1 st century, contemporary with or slightly later than the late 
group of the second type. 
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Fig. 79: 

Constructional details 

of a flat, oval, Celtic shield. 

Other scuta or thureoi types 

not necessarily ' Celtic' shared 

similar characteristics 

(Design C. Fernandez 

after A. Rapin) 




'band-plate' boss, the commonest type between c. 300 and c. 125 BC, both in Gaul and Italy (Brunaux, 
Rapin 1988) and in Iberia (Quesada 1997a, 2002-2003). Given the length of the side 'wings' or 'bands', 
it looks as if a late date within this timeframe was more probable. But given the size and detail in the 
fibula, a more precise date is just not possible. 

The shield is fitted with a short horizontal handle (Fig. 78), which is a faithful depiction of actual 
handgrips. To many people, laymen as well as scholars, a vertical grip intuitively 'feels' better, and this 
is how they would imagine an oval shield being held. In fact, the opposite holds true, and almost all 
known scuta (actual or painted; oval or rectangular; Roman, Celtic or Hellenistic) show short horizontal 
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Fig. 80: 

Relief from an Iberian monument 

at Osuna (Seville), probably 2nd century BC 

(Museo Arqueologico Nacional. Photo author) 

Fig. 81: 

Detail of the above. 

The flat surface, oval shape, reinforced rim, 

spina and winged boss plate are all visible 

(Photo author) 




handgrips (full discussion in Quesada 1997a: 535-536). A vertical grip would certainly provide better 
manoeuvrability at first, but then wrist and elbow would sustain most of the weight and receive the 
force of blows, and these shields are heavy (5 to 10 kg, average 6 kg). Modern experiments show that 
the horizontal grip actually provides better control and is more comfortable. Therefore this detail shows 
once again that the goldsmith knew exactly what he was doing. 

The idea that a purely oval shape for a shield is typically Celtic is disproved by the Hjortspring find 
in Denmark (recently, Randsborg 1995: 30-31), where a number of actual shields were discovered, 
dating to the mid-4 th century BC. Most of them are rectangular with rounded edges, just like the British 
shields (Stead 1986) and also the Iberian shields represented on Liria-style vases (Valencia) dated c. 
200 BC (Quesada 1997a). This means that the overall shape is very varied in all cultural regions, and 
that it is not a particularly good indicator of provenance (see also Stary 1981). Only the markedly 
convex, 'tile' section of the Roman shield shows a really marked difference (as specifically explained 
by ancient literary sources, see Livy 38,21,4; Polybius 2,30). In particular, representations of scuta in 
Iberia cover all shapes in the spectrum, from the almost rectangular shields with rounded ends depicted 
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Fig. 82: 

Scutum in a relief from Osuna (Sevilla). 
From the same monument as the reflief in Figs. 80-81. 
(Musee des Antiquites Nationaux, St. Germain-en-Laye, Paris. 
Photo author) 




on the Liria vases (Ballester et al 1954; Quesada 2002-2003: fig. 8), to the very different oval shields 
in the Late Iberian monument at Osuna (Sevilla), probably dated to the 2 nd century BC (Figs. 80-81). 
These last are very close in shape and details to the Braganza shield. 

Regarding the supposedly 'Celtic ethnicity' of the oval shield (Kimmig 1940; Cabre 1939-1940; 
Stary 1981), more recent research tends to discount this notion as simplistic (Eichberg 1987; Gunby 
2000; Quesada 2002-2003). Even if the origin of this type lies in northern Italy very early in the Iron 
Age (particularly Eichberg 1987: 171 ff.), by the 3 rd c BC its use had spread all over the Mediterranean, 
Gauls, Britons, other Celts, Germans, Romans, Carthaginians, Iberians and Celtiberians, Greeks... all 
employed different variations of the thureos or scutum. We can therefore be certain that oval shields in 
Spain can no longer be uniformly labelled either 'Celtic' or 'Gaulish' (as was once common, see Cabre 
1939-1940; Stary 1981). The provenance of this type of weapon in the Peninsula is quite complex: 
archaeological data in Catalonia (mainly iron boss plates) show that the scuta there indeed have a 
Gaulish origin, although by the 3 rd century BC they were produced locally. But further south, in 
Valencia and Andalusia, the situation was different, and Carthaginian and Roman influence is more 
marked than any Celtic influx, and between c. 225-200 BC the Iberians even developed their own 
distinctive type (see Quesada 2002-2003 for details of this argument). 

Even if the presence of any type of oval shield should not automatically be considered proof 'of the 
Celtic character of the fibula, the different elements in the Braganza fibula shield do indeed point 
towards a 'Celtic' typology, rather than 'Roman', 'Hellenistic' or 'south Iberian'. But its shape is 
characteristic not only of Gaul or Northern Italy, but also of northeastern Spain and even of Andalusia 
(Osuna reliefs) during the 3 rd and 2 nd centuries BC. 
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(Vallfogona de Balaguer, Lerida) 




Can Miralles (Barcelona) 




Oumtana Redortda (Sofia) 




Peftas Barbadas (CaslellOn) 



MONTEFORTINO-TYPE AND RELATED 

HELMETS IN IRON AGE IBERIA. 
A SAMPLE OF TYPES AND CONTEXTS. 

A- CELTIC TYPE HELMETS IRON CATALONIA 

8. MONTEFORTINOS IN IBERIAN BURIALS. 

C. ROMAN. LATE 3rd~EARLY 2nd centuries BC 

D. BUGGENUM. Mid-lst century BC. 

E GALICIAN LOCAL TYPE Augustean period 

After various authors 




Cabecico del Tesoro (Murcia) 





Casleilones de Ceal (Jaen) 




Castelo de AJjezur {Atgarve, Portugal) 




Alcaraoejos (C6rdoba) 




Vaiamonde (Alemlejo) 




Lanhoso (Braga, Portugal) 




Caslelo de Nelva {Portugal) 



Fig. 84: Diferent variants of the Italo-celtic family of helmets 'a botone' found 
in the Iberian Peninsula (c. 250-15 BC) (after Quesada 1997a) 
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Fig. 86: 

Montefortino-type helmets painted on Iberian vases 
(late 3rd-2nd centuries BC) 

a) S. Miguel de Liria; 

b) Castillo del Rio; 
c-d) Elche. 

The absence of cheekpieces is noticeable. 
Note also, the chinstrap in 'b' 
(after Quesada 1997b) 







A most important detail is that the Braganza helmet does not carry cheekpieces (and it never did: 
they did not break off and get lost, as the plumes and the sword blade did). Many well-preserved actual 
helmets in Italy and Gaul still have their cheekpieces (Robinson 1975; Schaaf 1988; Tagliamonte 2002- 
2003; 2004), and it indeed seems clear from the iconography that Romans, Etruscans, Samnites, Italian 
Celts and Gauls all used these helmets with their face protection. However, no example found in Iberian 
burials or sanctuaries has cheekpieces (see Quesada 1997b for details). Images also show these helmets 
without them (Fig. 86). So it seems that the Iberians dispensed with cheekpieces, perhaps because they 
limited peripheral vision and this did not suit their mode of fighting, or perhaps because they hid facial 
features, something that perhaps was not considered appropriate by these proud warriors whose 
traditional leather helmets left the face visible. Whatever the reason, the absence of cheekpieces in the 
Braganza fibula helmet is another indication of a possible peninsular provenance. 



Sword, scabbard and suspension system 



Although the sword blade is missing in the 'Braganza Brooch' (a scar remains on the warrior's arm 
where the blade originally rested), enough elements (Fig. 83) are still extant to allow an attempt at 
classification: hilt, scabbard and belt (Fig. 87), 
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Fig. 87: 
Elements of a La Tene- type sword and scabbard (after Stead 2006) 
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The sword surely had a straight-blade matching the scabbard, and 
it belonged to a generic 'La Tene' type (Stead, Meeks 1996: 11) 8 . 

The scabbard is one of the best guides for chronological 
classification of La Tene type swords 9 , chape-ends (fr. bouterolles) 
in iron being one of their most distinctive elements. We agree with 
L Stead (1996: 11) that the goldsmith purposely modelled a La Tene 
I scabbard with a lobate chape end, which is quite different from the 
straight- sided chape ends of later periods. As we have seen in the 
case of the other weapons represented on the brooch, the smith was 
clearly aware of details, and this is also surely the case. 

If the fibula were Gaulish, a Navarro type Id dated to c. 250 BC 

could certainly be the intended type (De Navarro 1972: fig. 115 and 

pp. 61 ff.; cf. Stead, Meeks 1996: 11; also Lejars 1994: 26). But if 

the sword is a Spanish version of the La Tene sword, then the chape 

end could well be a Garcia Jimenez's Type 3 or 4 (Garcia Jimenez 

2006: 131, fig. 43) dated to the end of the 3 rd or mostly to the 2 nd 

century BC, as in actual examples from Burriac, Mas Castellar de 

Pontos, Turo dels dos Pins, etc. (Garcia Jimenez 2006). 

There are also two elements in the scabbard that Ian Stead considers 'decorative': 'The borders down 

the front may be decorative, but they could represent the overlapping edges of the back-plate; four 

grooves across the middle, and two in the lower part, are presumably decorative' (Stead, Meeks 1996: 

10). In fact, swords north of the Pyrenees rarely have the back plate folding over the front plate to secure 

the scabbard {e.g. Lejars 1996: 27 10 ); most of them are the other way round, front over back, thus hiding 

the joints. However, the Iberian version actually folds 'back over front' more often, thus showing an edge 

all along its sides, just as in the Braganza fibula (Garcia Jimenez 2006: fig. 40 and pp. 126-128). Also, 

metal horizontal reinforcements along the scabbards are alien to La Tene I-II tradition (this is why they 

were rightly considered 'decorative' by I. Stead); but again in Iberia this reinforcing element is actually 

present in swords from Catalonia (Garcia Jimenez 2006: 133-135) (Fig. 88). 

The Braganza sword-hilt has one puzzling characteristic, as already noted by Stead (1996: 11): the 
guard or hilt-end is markedly convex (Fig. 83), a feature that is undocumented either in France, Italy or 




8 Bibliography on La Tene swords is huge. For general syntheses, see Navarro (1972); Brunaux; Lambot (1987); 
Pleiner (1993); Rapin (1998); Stead (2006). For the Iberian Peninsula, see Quesada (1997b); Garcia Jimenez (2006). 

9 De Navarro (1972); Brunaux, Lambot (1988: 122-125); Lejars (1994). In Catalonia, see Garcia Jimenez (2006). 

10 Gournay, where this quite rare 'back folded over front technique' appears twice, in la Tene BI and LT CI (c. 300- 
250 BC). As in other aspects, Iberian types lagged behind in typological evolution. 
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Fig. 88: Locally manufactured La Tene-type sword and scabbards from Catalonia 

(after Garcia Jimenez 2006, figs. 71-72) 
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Spain. This shape would fit badly with any of the known scabbard-mouth types (these are straight, or also 
convex, see de Navarro, 1972: fig. 3; Garcia Jimenez 2006: fig. 54), thus making a good fit impossible. 

The pommel of the hilt is clearly trilobate, a feature that is not easily identified in original swords 
as most pommels, manufactured in wood or bone, have long been lost to natural decay. Trilobate 
pommels have, however, a long story: they occasionally appear in actual swords from Britain and 
elsewhere {e.g. St. Maur les Fosses, Seine, de Navarro 1972: Plate 1 1653a-3b; Pleiner 1993: fig. 6), and 
were still used during the Roman Empire. Recent digs in El Fayum (Egypt) have unearthed a complete 
1 st century AD sword with wooden trilobate pommel, very much like the swords carried by the gods 
sculpted in an even later relief from Palmyra 11 . Only in this case the lobes are globular and not 
discoidal, and the central one is much bigger than the side elements. 

But earlier trilobate pommels seem to be particularly present in Iberia. The above- mentioned monument 
from Osuna (2 nd century BC) shows in relief an Iberian scutatus who carries a straight sword with a trilobate 
pommel very similar to the Braganza example. Incidentally, the warrior carries his sword blade resting over 
his shoulder just as he does in our golden fibula (Fig. 89). The Osuna relief is not the only example in 
Andalusia: a relief from Estepa (Seville), now in the Seville Archaeological Museum, shows two Roman 
legionaries armed with lorica hamata and convex scutum. Although the hilt of the sword carried by one of 
them is almost invisible, close personal examination proves it to be an unmistakable trilobate pommel. In 
this case the relief probably dates to the first century BC (Noguera 2003: fig. 24 and pp. 175-176). 

The scabbard of the Braganza fibula is suspended vertically along the right leg of the warrior 12 by 
a belt, made of a separate band of gold around the warrior's waist. Vertical suspension from a belt is a 
typically Celtic system, sometimes quite complex because it involves not only a belt but also pieces of 
metal chain, hooks and buckles (see Rapin 1987, 1991; Mathieu 2005). None of these elements is 
represented in the fibula, probably due to their very small size. Belt suspension was not only uncommon 
in most of Iberia, but also almost certainly unpopular. Both Iberians and Celtiberians used a completely 
different system of Mediterranean origin, shared with the Greeks, Etruscans and Romans. 

Swords in Iron Age Iberia were suspended from a leather baldric hung across the chest. The baldric 
joined the scabbard via some mobile rings that allowed the sheath to be hung at an angle, so that 
drawing the sword was easier. This system, which is identical to the Greek way of carrying the xiphos, 
was used from the fifth century BC (Porcuna monument, see Negueruela 1989) down to the 1 st century 
BC. In fact, some actual examples of late 4 th century BC La Tene swords were eventually modified in 
Iberia, their iron plate scabbards (fitted with the Celtic belt suspension loops, fr. pontet) changed to add 
mobile rings for the baldric (see Quesada 1997c for a detailed discussion). In due course, while the 
swords themselves were modified only very slightly, the Celtiberians discarded the metal scabbards 
altogether, using leather sheaths with metal frames and baldric-rings instead. These swords became in 
turn the prototypes for the Roman Republican gladius hispaniensis (Quesada 1997c). 

Therefore the Braganza fibula retains a original Celtic sword suspension system that would be quite 
unusual in Iberia. But we must remember that there is a region in the Peninsula that actually produced 
La Tene type swords while retaining metal scabbards with suspension loops: Catalonia and Spain in 
general north of the Ebro (see Quesada 1997a: 623 ff:; Garcia Jimenez 2006: passim and 146 ff.). 

1 * http://www.ro manarmy.com/rat/viewtopic. php?t= 1 2907 

12 It is quite feasible to draw a 66 cm. long blade suspended from the right hand side. 
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Fig. 89: 

Sword hilt from the sword in the Osuna monument, 
probably a prototype of the gladius hispaniensis 

(Paris, St. Germain-en-Laye. Photo author) 




Overall, the sword from the 'Braganza Brooch' looks like a straight-blade sword of a type common 
enough in northeastern Iberia by the late 3 rd and 2 nd centuries BC - but also occasionally documented in 
Andalusia (Fig. 88). This model is clearly inspired by a late La Tene I Celtic prototype, but some of its 
features -some scabbard details and pommel- seem to suggest a Peninsular rather than any other 
provenance. 



A warrior and his weapons 



To sum up, our warrior's panoply thus consists of a relatively Late Montefortino-type helmet without 
its cheekpieces, a flat oval shield with spina and metal boss, and a straight sword with trilobate pommel, 
iron sheet scabbard with elaborate chape-end suspended from a belt, that fits well with an Iberian version 
of the la Tene I-II model from Gaul, in itself the model for the Roman gladius hispaniensis. 

While the figure of the warrior is carefully modelled (and this has been studied elsewhere), nudity is 
his most noticeable feature. There are two ways of interpreting this: as a faithful depiction of a real 
custom, or as a symbolic gesture. Most studies, focusing on the supposedly Celtic nature of the fibula, 
have cited ancient sources describing naked Celtic warriors in battle (e.g. Telamon 225 BC, see Polybius 
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2,28-29; also Diodorus 5,29,2) and this view has spread to more general literature (see Celtic 2001: 6). 
Thus, the naked warrior would be a reflection of actual martial practices among the Gauls and other Celts 
from the Alpine region, and in the case of the fibula, nudity would also assume a heroic nature. 

However, we have already seen that the warrior and his weapons can perfectly well be considered 
in a Celtiberian or Iberian context, but we do not have literary sources informing us that they marched 
naked into battle. But what we do have is hundreds of bronze figures, ex-voti from sanctuaries in 
Andalusia and Murcia, that show armed but naked warriors (Iberos 1998 cat. nrs. 27, 262, 264; Alvarez 
Ossorio 1941; Nicolini 1969; Prados 1992). These figurines show that nudity with weapons was an 
accepted iconographic feature, filled with symbolic meanings, including both heroic nudity and 
nakedness before the divinity in the context of the sanctuary. 



On so-called 'Celtic' weapons in the Iberian Peninsula 



TThere is no doubt that during the Iron Age there were many Celtic-speaking peoples dwelling in the 
Iberian Peninsula, mainly in the Ebro Valley, the Meseta (the inland central plateau) and the Southwest. 

It has also long been accepted that these Spanish Celts did not share the 'La Tene' cultural complex 
with Gauls and other European Celts, but that some elements of the La Tene cultural complex (mainly 
weapons and fibulae) were imported into Spain; and that some of these were copied, transformed and 
converted, thus becoming >local= types {e.g. Garcia Jimenez 2006). 

But 'true' La Tene weapons are rare in the Peninsula, even in the Meseta, and truly exceptional in 
the Southeast and Andalusia, the Iberian lands (Quesada 1997a: 556 ff.; 618-632). La Tene I weapons 
are very rare, and only very few can be dated to the end of the 4th century, such as the sword from La 
Pedrera (Lerida, Catalonia), accompanied by an iron helmet of probably local manufacture along Gallic 
lines (Schule, 1969: Taf. 180.1; Quesada 2002a, 2002b). Most finds are dated to the 3 rd and 2 nd centuries 
BC, being part of the La Tene II horizon (Arcobriga in Saragossa, la Revilla in Soria, and many from 
Catalonia (Turo dels dos Pins, Cabrera de Mar, Puig Castellar, Ullastret, etc). Some swords are even 
later and are connected with the Roman conquest (Cato's campaign in 195 BC, Celtiberian Wars and 
later Sertorian and even Caesarian campaigns in the mid 1 st century BC). This is the case of finds at 
Caminreal (Teruel), or Ampurias. True assemblages consisting of more than one sword and iron boss 
in association are in fact only found in Catalonia and Saragossa, and not south of the Ebro river. 

One of the recurring features of Iberian and Celtiberian cultures is their ability to absorb foreign 
influences through a process of adaptation to local tastes and conditions. Perhaps the best example(see 
above) that of the transformation of La Tene-type iron-plate scabbards with pontet for vertical 
suspension from a belt, into sheaths suspended from a baldric hung across the chest by means of mobile 
rings, as in the swords from Gormaz, Arcobriga or Cigarralejo (Quesada 1997c: 262-266). The other 
two elements that used to be considered 'late Celtic' in Iberia, namely knob, jockey-cap helmets and 
oval shields are now considered proof of Mediterranean influence in regions south of the Ebro {i.e. most 
of the Peninsula) during and after Hannibal's war (see above). 



[152] 



The Braganza Brooch warrior and his weapons 




Provenance and date of the 'Braganza Brooch' according to the warrior' *s panoply 



All the weapons in the Braganza gold fibula, put together, are therefore consistent with the panoply 
of a late period Iberian or Celtiberian warrior. More precisely, the area of Catalonia, and the lower half 
of the valley of the river Ebro (the north-eastern quadrant of the Peninsula) have with some frequency 
yielded real examples of all these weapons, and not only as scattered objects, but as a set or panoply. 
But isolated examples can also be found in eastern Andalusia and the Southeast (e.g., Jaen, Granada, 
Murcia, Alicante), and even the Osuna reliefs in Seville show that warriors armed this way were present 
in western Andalusia. So, we have evidence of realia and iconography that provide parallels for this 
panoply in many parts of the Peninsula. 

Thus, the provenance of the 'Braganza Brooch' remains uncertain. It is in fact no more than an 
educated guess, but from the -admittedly limited- point of view of the study of the warrior and his 
weapons 13 , the lower Ebro valley would probably be our best choice. Not only is this area close to the 
greatest concentration of 'La Tene type' weapons in Iberia, and the only region where a belt instead of 
a baldric would be acceptable as a sword suspension system, but it also shows other archaeological 
elements that fit well with a masterpiece of art such as the 'Braganza Brooch' with its Greek or 
Hellenistic undertones (Stead, Meeks, 1996: 15). There is a local tradition of warrior sculptures (the 
'lower Ebro valley stelae' that depict heroised warriors, probably local rulers, riding horses and carrying 
oval shields (e.g. the interesting stela from Calaceite, see Beltran 1996: 176). Some of these rulers were 
fond enough of Greek architecture to order the building of fortifications that resemble Greek prototypes, 
such as the twin polygonal gate towers at Castellet de Banyoles (Tivissa Tarragona), dated to the end of 
the 3 rd BC 14 . Also, decorated silverware of the highest quality has been found in this area, works of 
Greek influence but of local manufacture. Most notably, the famous Tivissa phiale 15 (also from Castellet 
de Banyoles), dated to c. 225-200 BC, but also some other vases 16 . 

If the 'Braganza Brooch' was indeed manufactured in Iberia, our second best choice for a provenance 
would be Andalusia, and more precisely central Andalusia, where very powerful reguli ruled over many 
oppida over vast regions (see Livy 28, 13; 33, 21), where urban life had been established for many 
centuries (Cunliffe, Keay 1995), and where many hoards of silver and goldware have been found, 
dating to the end of the 3 rd to the first half of the 1st century BC. Also, the best parallels by far for the 
shape of the 'Braganza Brooch', namely silver fibulae with images of mounted warriors 17 , also come 

13 As dictated by this book's 'rules of engagement' that divide fields of study. 

14 Pallares (1983-1984) but Asensio et at. (1996 for the date). But the similarities with Greek fortifications are 
superficial. The Iberian builder did not really understood the complexities of overlapping fields of fire and the 
towers themselves had no artillery platforms, notwithstanding their external appearance (Moret 1996: 217; 1998: 
89). 

15 Forming part of the decoration of this exceptional silver dish we again find a horse warrior with spear and oval 
thureos of Hellenistic type, shown along with many other figures. See Olmos (1997). 

16 Olmos 1997; Jaeggi 2004: 49 ff. with all the relevant earlier bibliographical references. 

17 For silver fibulae, see Almagro Gorbea, Torres 1999: 149 ff, and elsewhere in this volume. Also de la Bandera 
(1986) and Stead, Meeks (1996). 
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mainly from this area, although some of them have also been found in Valencia and Guadalajara, closer 
geographically to our first choice 18 . 

Without any context it is difficult to put forward a good date for the Braganza fibula, but the 
weapons carried by the warrior, and the shape of the brooch itself, point towards a fairly late timeframe, 
between c. 300 BC and c, 100 BC. Or, more precisely, between c. 250-150 BC 



The 'monster' 



Without trying to cast any doubts on the general authenticity of the 'Braganza Brooch', I am 
however still concerned about a point of detail. In my opinion, the animal actually fighting the warrior 
-be it feline, wolf of imagined monster- does not really 'fit' with the rest (Fig. 78). Although it 
undoubtedly shares a general look with the other animal figures, the quite natural curve of its neck, 
front legs and claws, and the comparative naturalism and flexibility of its features, are in sharp contrast 
with the rigid stance and hieratism of the three other animal figures, and even look a bit 'Art Nouveau' 
in style. 

Even if samples for metallographic analysis have been taken from this specific part of the brooch for 
comparison with other parts of the piece -T have not been able to secure precise information on this 
point- a consistency between the composition of the gold used to model the monster and the rest of the 
brooch could in fact only prove that this part of the brooch was damaged when found, and that a very 
gifted artisan linked to the house of Braganza could have used this same gold to recreate a monster, 
imitating the style of the rest, but with a distinct 'modernist' flavour. 

There are parallels for this. Long ago Horace Sandars published a short paper on forged antiquities 
from Spain (Sandars 1913). He rightly concluded that a 'falcata' sword from Almedinilla (Cordoba) 19 
(Fig. 90) was a forged object, although it had been published as a genuine 'falcata' by P. Paris in 1904 
(Paris, 1904: 280 ff., and fig. 426 and plate XI) 20 and many other scholars 21 , and has continued to be 
exhibited as such even in modern times (Iberos 1983: 131). In fact, the blade and part of the hilt are 
genuine, but a griffin's head was added as a 'restored' pommel, together with some plates meant to act 
as scales for the hilt itself. The style of the griffin is reminiscent of Viollet le-Duc's (1814-1879) 
gargoyles at Notre Dame in Paris, and the 'scale' covers look very much like 'Art Nouveau' work of 



18 For the distribution of silver hoards see Jaeggi (2004: fig. 14) and references there. 

19 Now in the Museo Arqueologico Nacional, Madrid, In v. 10.473. See Maraver (1867) and Sandars (1913b). 

20 But even P. Paris found something odd about the hilt: "A premiere vue, it semble que Von soit transports fort loin 
de Vlberia. Le dragon ou la panthere a un faux air de monstre arab ou persan; le rinceau fait penser a quelque 
ingenieux travail de la Renaissance. Cependant Voeuvre est bien authentique et espagnole, et il faut ajouter, 
antique" (Paris 1904: 284). 

21 Including Cartailhac (1886: fig. 367) and the Dictionnaire des Antiquites Grecques et Romaines de Daremberg y 
Saglio, s.v. machaera. 
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Fig. 90: 

Falcata from Almedinilla (discovered c. 1867) 

restored and modified with a modern hilt in modernist style before 1904 

(Museo Arqueologico Nacional) 




the late 19 th to early 20 th centuries 22 . We do not know when this forgery (probably considered as an nice 
and true restoration by whoever crafted it) was made, but it must have been between 1867 -when the 
sword was discovered- and 1899 when Cartailhac published it. Let us remember in this context that the 
'Braganza Brooch' only reached the United States in 1919, and that before that had probably belonged 
to the Royal House of Portugal, the Braganza family, perhaps acquired by Ferdinand of Saxe-Coburg 
(1816-1885), although this is only an informed guess (Stead, Meeks, 1996; Vv. Aa. 2007: 13). I fully 
realize, however, that the idea that the monster in the brooch might be a later addition -perhaps using 
damaged metal from parts of the original- is an impression based on points of style, which obviously 
contains an significant element of subjectivity and should be considered as such. 



Concluding remarks 



To sum up, the warrior in the 'Braganza Brooch' can be considered a depiction of a Late Iberian or 
perhaps a Celtiberian warrior, but not necessarily 'Celtic' in the usual sense of the term. In our opinion, 
the other features in the fibula -including its general shape- point towards an Iberian rather than a 
Celtiberian context. So perhaps 'Iberian' rather than 'Celtic' is the best label for the brooch in the 
present state of our knowledge. 

22 Another mistake lies in the fact that the hilt became too big in the 'restoration' process, leaving a handgrip which, 
at 12 cm in length, is unique among true Iberian falcatas, whose average handgrip measures only about 8 cm 
(Quesada 1997a: 103-104). 
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The best date for the weapons -as they are represented- could be early 3 rd to late 2 nd century BC, and, 
to be a bit more precise, perhaps a chronological timeframe of c. 225 to a 125 BC is applicable. This 
warrior depicts a new kind of fighter that used an updated panoply (Quesada 1997a: 615 ff.), better 
adapted to the new battlefield conditions after Iberian peoples became, veils nolis, a warring faction in 
the conflicts between Carthage and Rome, and later, during the Roman conquest. This panoply included 
the adoption of bronze, mass-produced Montefortino helmets of Italian origin, used both by Romans 
and many Carthaginians; oval shields that protected the body better than the round caetra, and new 
types of sword. Although these weapons did not replace the earlier panoply - the falcata remained in 
use into Augustean times, they actually indicate profound changes in warfare that do not really reflect 
Celtic influence, but a much more complex situation, the involvement in the 'World Wars' between the 
superpowers of the time. 
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The Hero 

and the Androphagous Monster. 

An Approach to the Braganza Fibula 

from the Celtic Imaginary 



Francisco Marco Simon 



AT the invitation of Alicia Perea, these lines are intended to make a series of considerations on the 
iconography of the Braganza Fibula from a "Celtic perspective". While uncertainty is generally the 
rule in iconographic language (Olmos Romera 1993), proportional to whether related literary sources 
exist or not, it is even more pronounced in this case. Not only because we do not know the specific 
cultural context where this extremely beautiful item can be placed -and therefore interpreted- (a context 
which I hope some of the colleagues who take part in this endeavour shall contribute to clarifying), but 
rather because in my opinion the significance of what is expressed by it could be better explained -at 
least from an initial approach- through iconographic parallels in the Iberian cultural world, as other 
researchers shall illustrate. Yet, the routes to be followed by the ensuing reflections, although apparently 
distant from a contextual point of view, may cast some light, dim as it may be, on a better understanding 
of the mental background that seems to be conveyed by the scene depicted and, above all, its historical 
specificity (an objective which in my opinion -along the lines of Smith 1990, Scheid and Svenbro 1999- 
should be pursued by any comparaiive methodology), and this is the reason to follow such a course. 

There are three essential elements in the narration (Fig. 96): the warrior, the enraged beast that he is 
facing up to -a canid rather than a lion-, of which there are up to four representations and thirdly, but 
perhaps also with significant relevance, the boar, whose head is depicted below the figure of the hero. 
It could even be possible to attribute a symbolic pregnance -although on a much more hypothetical 
level- to the eight motifs in the shape of a volute or curl over the bow of the fibula, that is, behind the 
figure, which resemble the limbs of an octopod and also appear in the decoration of the frieze between 
the heads of the canids. 
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Fig. 96: 

The Braganza Fibula 

(© British Museum. 
Foto: Archivo Au, A. Perea) 



L 



The canid and the boar - both of them depicted in the fibula- have a leading role in the mythology of 
Celtic peoples (although obviously not exclusive to them, this will be the perspective for my analysis). 

The canid 1 is linked to Sucellus, god giver of life, but also of death, like the Dis Pater 2 with whom 
it is finally assimilated through the interpretatio 3 . A similar ambiguity to Sucellus is presented by his 
canid, an animal linked to the borders between this world and the Beyond in very diverse cultural 
contexts (Aldhouse-Green 2004: 136). The Cerberus from Greek mythology has its correspondences in 
the Celtic world: Cu Sith, the "Dog of the Other World" in Scotland, the Moddey Dhoo, "Black Dog" in 
the Isle of Man, the Cwn Annwn, "Dogs of Beyond" in Wales or the "Black Dogs" in the Armorica which 
drag the dead to the Other World and accompany them when they emerge for a new re-incarnation 
(Sterckx 2005: 339). 



Dog or wolf: in Ireland the old Indo-European name for the wolf was lost and to refer to it the term "dog" is used 
with or without a determinant, which means that the wolf is perceived as a kind of dog (Sergeant 2004: 210 and n. 
414, with the corresponding references). 

A tablet of execration (defixio) was found in Petronell (Austria) addressed to the "Holy" Dispater, to Erecura and 
to Cerberus containing a ritual of "transferred death" (Marco Simon 2008) in order to annihilate one Eudemus: 
"Holy Dispater, Erecura and Assistant Cerberus who guards the borders between hell and this world above, I 
beseech you to make Eudemus (descend?) swiftly to the infernal world. That he may bring the (stolen) cup within 
the next nine days. Make him perish with the worst of deaths. May the infernal gods bring him to hell with his hands 
tied. May Eudemus attract your rage as heavy as the lead (in this defixio). May (he be) swiftly amongst the spectres 
(larvae)" (Egger 1926: 141; Sterckx 2005: 340). 

But also with Silvanus, "exactor luporum" according to Lucilius (ap. Nonn. p. 110). The well known Caesarian 
passage {Bell. Gal. VI 18, 1) attests to the druidic doctrine according to which the Gauls consider themselves as the 
descendants of Dis Pater, and for this reason they calculate time not by days but by nights. It is the infernal god known 
as Hades by the Greeks, the "sombre" double of the bright Jupiter who some inscriptions refer to as Nocturnus or 
Summanus (Sterckx 2005: 281-282). The god Vaelicus worshipped in the Vetton sancturary of Postoloboso 
(Candelada, Avila), where a tradition on the cure of the rabies of dogs and wolves has survived (Sanchez Moreno 
2000: 246 n, 88), has been interpreted (Albertos Firmat 1964-1965: XXXIII, 140), like the name of the volcae of the 
French Midi (Guyonvarc'h 1969) from the Gaulish vailos, "wolf, and this would indicate a divine personality of the 
kind of the Gaulish Sucellus. Pliny (NH 3, 10) mentions a town called Sucaelo in the Betica (in Fuente Tojar, 
Cordoba). 
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Fig. 97: Bronzes of Oxford and Fouqueure, Charente 

(after Reinach 1904) 



A series of monuments represent an androphagous lion which is usually interpreted as a symbol of 
death 4 . The most famous specimen is known as "Tarasque de Noves", kept in the Museum of Avignon 
and dating from La Tene II: the animal is sitting, its legs rest over two bearded heads with closed eyes 
which seem to depict dead persons and a human arm hangs from its fauces (Benoit 1969: plate XVI; 
Birkhan 1999: 279, fig. 456). It has been suggested that these androphagous lions have their origin in 
the Near East and were introduced into the Celtic world through Etruria and the Alpine zone (Benoit 
1969: 28-29; Adam 2003: 31-325). The topic, also represented in the Hispanian Iberian world 5 , 
persisted in the Roman period, particularly in the Narbonensis, but there are also some instances in the 
Rhincland or in England thu3, the funerary lion of Chester (Benoit 1969: 34 37; Loicq 2006). 

But we are more interested in another kind of androphagous: the canid. Van Hoorn (1954) has 
plausibly suggested interpreting the androphagous butchers depicted in Linsdorf - Higher Rhine- 
(Birkhan 1999: 279, plate 457; Stead 1985), Noves -Bouches-du-Rhone- (Hatt 1966: 28; Birkhan 1999: 
279, plate 456) or other places (Rodriguez Alcalde and Chapa Brunet 1993) as indigenous versions of the 
dog at the gates of hell, the Cerberus of classic mythology. The topic culminates in the bronzes of 
Fouqueure, Charente (Chauvet 1901: 279-280), and Oxford (Reinach 1904: 208-209), where the monster 
has already devoured half of the victim's body (Fig. 97). 

4 On the close link between death and the act of devouring, the work of Dieterich (1893: 48 and following: image of 
the terrible ravenous monster from the depths of the abyss) continues to be essential; its pioneering and germinal 
nature for subsequent studies (such as those by Renard 1949 a; idem 1949; Deonna 1950) has been justly pointed 
out by Olmos Romera (2004): they are generally marginal beings who inhabit the bordering grounds, flesh and souls 
eaters ("Seelenfresser"). 

5 Like those lions of Bienservida -Albacete-, Porcuna -Jaen-, Osuna -Sevilla- (Benoit 1969: 34-37, plates XV y 
XVI) or Cordoba (Olmos, Tortosa andlguacel 1992: 158, fig. 1). 
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Fig. 98: Fibula with two facing wolf's heads, Coy, Lorca (Murcia) 

(after Lorrio Alvarado 2007) 



The motif of the androphagous beast already appears on the handle of the oinochoe of Diirrnberg 
-near Salzbourg, Austria- (Birkhan 1999: 148, plates 92-96; Sterckx 2005: 340, n. 349), dating either 
from the second half of the 5 th century BC or the following century: a predator -perhaps a lion- has a 
human head in its fauces and two other predators equally depicted on the rim of the vessel have 
swallowed a victim, whose tail overhangs the mouth of the voracious monster (Moosletner 1991: 171). 

The duplication of the heads of the butchers depicted in the Braganza Fibula constitutes one of the 
most striking features of the iconography. That duplication is characteristic of some Celtiberian fibulae 
which have two facing wolf's heads over the bow of the piece (Fig. 98). To this variant, within the type 
of lupine fibulae which has recently been studied by Lorrio (2007) 6 , belong the pieces found in Coy 
(Lorca, Murcia) (Fig. 98), Carboneras de Guadazaon (Cuenca) or Armuna de Tajufia (Guadalajara) (Fig. 
99) 7 . The Numantine ceramic has hybrid or monstrous figures of animals with a double head, some of 
which resemble canids (Romero Carnicero 1976: fig. 14, numbers 61 and 65), and animals depicted in 
the zenithal perspective typical of Arevacan and Vaccean iconography (Romero y Sanz 1992). 

But more remote parallels may contribute to further enlightening the significance of the iconography 
of our fibula. One of the plates of the Gundestrup cauldron, no doubt the most extraordinary 
iconographic expression of Celtic imagery 8 , shows (Fig. 100) under the bearded male deity depicted 

6 A dozen pieces made of bronze or silver which can be dated from between the 3rd and 1st centuries BC heve been 
found in different areas of Celtiberia, but with examples in the Carpetanian, Oretanian, Contestanian areas, the 
western Meseta or the province of Barcelona (in what appears to be an import from the Celtiberian world) as well. 

7 Lorrio 2007, 61, figs. 1-4. 1 thank Prof. Alberto Lorrio for sending me his work, which has allowed me to include 
the interesting data contained in his study. The importance of the wolf in the Celtiberian world is also recounted by 
the news of the Nertobrigenses heralds covered with the fur of a wolf (Apiano, Iber. 48; Sopena 1995: 109 ff.) -news 
which could have its iconographic correspondence with the human head covered with the wolfs fur depicted in the 
ceramic of Numancia (Romero Carnicero 1976: fig. 13, number 56)-, or by various pieces of molten bronze of high 
relief and plano-convex section. Some of them have the shape of a wolfs head (thus the specimens found in 
Contrebia Carbica, Villas Viejas de Tamuja or in the province of Madrid) and have been recently interpreted as 
anepigraphic hospitality tesserae (Almagro-Gorbea et at. 2004: 305, 313, 341 ff.). 

8 For which both ambitious and excessively daring interpretations have been provided: Olmstead 1979; Hatt 1989. 
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Fig. 99: Celtiberian fibula found in Armuna de Taj una, Guadalajara 

(after Lorrio Alvarado 2007) 



as a despotes drakonton -that is, grabbing two dragons with his hands-, a canid with two heads, each 
one of whose fauces are devouring a human figure (Hatt 1989: 77; Kruta 2004: 224) 9 . Are there any 
elements in Celtic thinking that may account for such duplication of the head of the voracious beast? 

The Celtic dimension of time is defined by the duality between the darkness of the Non-Being and 
the brightness of the Being; the bright half -defined as the summer or the day- follows the dark half 
-winter, night-considered as primordial 10 . It has been postulated that this essential duality could be 



In other instances the butcher devours a ram -or a criophorus snake of which only the head emerges- 
bronze Hallstattic figurine from Drouzkovice (Bohemia) (Kruta 2004: 35). 



10 



as in the 



Le Roux-Guyonvarch and Guyonvarc'h 1986: 259-260; Marco Simon 2001; Sterckx 2003; Torres 2007. This 
polarity has been identified, rather wishfully and not with scientific precision, with the divine controllers of the Day 
-Lugus/Lug- and the Night -Vellaunos-Esus- (Olmstead 1994: 109-119). 
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Fig. 100: 

The Gundestrup cauldron. 

Canid with two heads 

devouring human figures 

(after Hatt 1989) 



conveyed by the splitting of the two dogs -black dog and white dog, as attested by the traditions of 
India, Armenia or Scandinavia- or by the bichromaticism of a singular dog (Bloomfiel 1905: 31; 
Schlerath 1954: 31-39; Lincoln 1969). The bicephalism of the creature could equally serve to translate 
such duality (Sterckx 2005: 340-341), a remarkable example of which could be the sculpture of Genes 
(Liguria), dating from the end of the 1 st century AD, showing a dog with two heads whose right leg 
stands on a human head (Benoit 1969: plate XV, 2). 

The suggested etymology in the Greco-Roman world for the name Cerberus, although ill-founded 
from a linguistic point of view, clearly points towards the anthropophagy of the infernal dog, by 
explaining the name as kreoboros, "flesh eater" (Reinach 1904: 223 n. 3; Benoit 1969: 29), and this 
aspect is emphasised by the sculpture of Genes (Benoit 1946). In a passage which I find is particularly 
relevant here, Servius {In Aeneid. VI, 395) states that Cerberus, like the earth, devours the corpses in 
order to release the souls and allow them access to the Other World. Various pieces of evidence show 
the canid ambiguously ranging between an anthropophagous wolf, a creature of the woods and the 
wilderness, and a domestic dog of the civilised world, which refers, as suggested by Sterckx (2005: 341) 
to a higher key: on the one side the black dog-wolf devours the living and sends them to the Beyond; 
on the other side, the white dog allows or secures the return of the dead souls to a new incarnation (see 
Lurker 1969; Lincoln 1979). 

One of the plates of the Gundestrup cauldron, the one presided over by the "Lord of the animals", a 
god with a cervid's antlers between a deer and a wolf, holding a torque in the right hand and a snake in 
the left, shows two confronting canids under a human figure riding a dolphin, which seems to be 
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Fig. 101: 

The Gundestrup 

cauldron. 

Human figure riding 

a dolphin with 

a voracious canid * 

depicted behind him ■ 

(after Hatt 1989) 
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heading for the Beyond preceded by a bull after escaping the voracious monster 1 1 , a canid 12 , depicted 
behind him (Fig. 101) (Hatt 1989: 78, fig. 62). 

I believe that these parallels may contribute to illuminate the meaning of the terrible monomachy 
between the hero -shown naked, just with his weapons, the helmet and the belt, as in other 
iconographies of Celtic warriors- and the beast. But let us look at other documents which may shed new 
light on the scene of our fibula. 



3. 



The Unelli of the zone of Cotentin minted a unique piece in Gallic numismatics (Duval 1987: 22- 
23, figs. 2A and 2B). It is a gold coin depicting a gigantic wolf in a menacing position lifting one of the 

11 As it is well known, the Iberian world also gives the image of the wolf as the expression of the "irruption of death", 
devouring -or protecting?- a human head, for example in the bowl of Santisteban del Puerto (De Grino y Olmos 
1982; Olmos, Tortosa e Iguacel 1992: 150, fig. 1). 

12 This animal reappears in triplicate surrounding, along with the goddess armed with a sword, the gigantic bull in the 
round plate which decorated the bottom of that same cauldron (Birkhan 1999: 216, fig. 287). 
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Fig. 102: 

Gold coin of the Unelli 

(after Duval 1987). 



forelegs, the head turned backwards with his mouth open before a solar wheel with four radii and 
perhaps a crescent moon, in a violently dynamic attitude as if about to swallow the stars (Fig. 102). 
Under the animal there is also an eagle and what might be a snake. P. M. Duval, who pointed out the 
presence -in my opinion, questionable - of a palm tree to the right of the figure and a branch (?) with 
four leaves under the base of the tail, does not make any reference to the composition of the tail, which 
might be of interest in connection with one of the signs shown in the iconography from Braganza: from 
the arch formed by the tail, eight curved lines start and go between the base of the tail to its middle 
section, placed under the presumed crescent moon. 

Duval interpreted this iconography in the light of Germanic mythology and, in particular, of the 
Scandinavian sagas which support the belief in a cataclysm as the cause of the end of the world 
followed by its resurrection. After the "time of the wolves", life shall be destroyed in the whole universe 
by a gigantic wolf that shall swallow the sun and the moon annihilating all vegetable and human life 
(Davidson 1988: 190-191): 

"Then shall happen what seem great tidings: the wolf shall swallow the sun: and this shall seem to 
men a great harm. Then the other wolf shall seize the moon, and she shall also work great ruin; the stars 
shall vanish from the heavens. . . and the earth will tremble". (De Vafprudnismdl: Campbell 1976: 281). 

After an interval, the plants will revive, water will emerge and life will return. 

The correspondence between the German legend and the Gallic iconography is obvious, as is the fact 
that the Celtic notions involved are earlier in time (or at least contemporary) with respect to the German 
conceptions. The main difference from the texts is that the coin could also show the rebirth of the plants 
from the body of the destroyer monster. In any event, it is highly remarkable the coincidence of Celtic 
conceptions (only known through this coin) and German ideas regarding the "end of the world" and a 
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universal cataclysm linked to the "time of the wolves". It is possible that, as Duval believes, what is 
expressed here is the passing from one cycle of the calendar to another cycle by means of the digestion 
of the stars by the wolf -showing three phases of absorption, digestion itself and restitution- 13 , 



Henri Hubert (1913: 3) held that the Celtic term gweil-gi, which designates the mythical "she- wolf- 
bitch", which is shown in the reliefs of Arlon in her double role as breast-feeder and devourer (Renard 
1949b: figs. 7 and 1 respectively), is at the same time the name given to the Ocean that the deceased 
must cross in order to access the Beyond. 

As is well known, the "combat against the sea" is one of the most attractive mythemes of Celtic 
concepts and it had already attracted the attention of the Greeks from the time of Aristotle (Ethic. 
Eudem. 3, 1, 25 p. 1229b, 26-30; Ethic. Nic. 3, 7, 7 p. 1115b, 24-29; Hofeneder 2005: 36-37). It is not 
implausible that these concepts might equally be echoed in the Braganza Fibula whose monomachy 
could, consequently, be interpreted from an initiation point of view as a form of accessing the Beyond 14 . 
As already explained above, there are eight volutes crowning the bow of the piece which ends up with 
the two heads of canids, behind the warrior who is fighting the beast (Fig. 96). This motif 15 might be 
conveying the aquatic element. Should this be the case, new and fascinating perspectives would open 
up in the iconography of this fibula. We should not rule out the value of these elements of the 
composition which might go beyond the merely decorative, reproducing the conceptions based on 
numbers 8 and 9 which appear in various and significant concepts (Rees and Rees 1961: 192 and 
following). Number nine, like number five, contained the idea of totality in Celtic thinking. Even waves 

13 Two other coins show particularly interesting iconographies of the wolf as a key element: one golden coin, of the 
Petrucorii from the Perigord, displays a great wolf with his mouth open in front of a tree and over the head of a bull, 
an animal which the butcher seems to be about to devour (Duval 1987: 26-27, fig. 2B y 2Ba). The other one, of 
silver, is a coin of the Carnutes from the region of Chartres (Duval 1987: 28-29, figs. 2C y 2Ca), with a wolf over 
a horse under which there is a triscele, symbol of perpetual motion and a possible indicator of victory, a happy 
talisman for the horse. It is not clear the protecting or menacing role of the wolf, relentless slaughterer of the woods, 
always threatening night hunter and traditional enemy. The coin compositions of the wolf/bull and wolf/sun could 
be interpreted in terms of chaos and anomy against order and discipline (Aldhouse-Green 2004: 126), along the line 
of the polarity between nomos and phy sis typical of Greek thinking. 

14 This would not differ much from the interpretation given to some wolf iconographies of Iberia, for which the animal 
could be a symbol of the ritual death and the descent into hell, from which the young warrior might return invested 
with immortality and with the furore of Ares (Almagro-Gorbea 1993: 115), perhaps under the protection of the 
"goddess of wolves" depicted in the fascinating fragment of pottery from Umbria de Saliche-Moratalla, Murcia (Idem: 
112, fig. 1). The funerary urn of Villagordo (Jaen) constitutes a real urn- vessel containing the body of the deceased 
person: the androphagous wolf that forms this piece has devoured the dead person, who travels to the Beyond within 
its body: see Chapa Brunet 1979; Olmos Romera 2004. 

^ The motif is represented in identical form in the pottery of Numancia (Romero Carnicero 1976: figs. 9, 34, 36, 40- 
42) or in Iberian productions from the workshop of Lliria which usually frame combat scenes (Bonet 1995: figs. 43, 
61, 82), in a similar association to that of the Braganza Fibula. 
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Fig. 103: 

The Gundestrup cauldron. 
God or hero strangling a monstruos canid 

(after Hatt 1989) 



on the shoreline broke in series of nines, the "ninth wave" being bigger and luckier than the others (Rees 
and Rees 1961: 194) 16 . In the same manner as in the coin of the Unelli it is possible that number nine 
of the succession represented by the eight curved motifs could be the dramatic episode of the beast 
swallowing the sun, it could also be suggested that in the Braganza Fibula the (victorious) combat of 
the hero against the monstrous canid was the ninth act of a sequence represented by the eight curved 
motifs so clearly depicted on the bow of the piece. All in all, I admit the excessively hypothetical nature 
of this proposal 17 . 



16 A relationship between the motif of the fibula and the waves of the Ocean also appears in Pena Truque, regarding 
the voyage of Heracles in the boat or cauldron of Helios to steal Geryon's cattle on the island of Erytheia, in the 
westernmost reaches of the Atlantic. On number nine in Celtic mythology see: J. Loth, RC XXV (1904), 135 and 
following. 



17 



Gabriel Sopefia reminds me that there might be a similar tempo in the plates of La Osera and Verdolay: the entire 
figurative scene of the plates is inserted within a strip which is adorned with astral symbols in a rhythmical display 
comprising the four sides of the rectangle. And in the foreground, the strip of circles: seven and nine per side, 
systematically, with a convex frame and separated by a couple of much smaller round buttons (Sopefia Genzor 
forthcoming). 
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Fig. 104: 

Gold hexadracma of the Boii showing 
a monomachy of the hero against 
the beast on the legend COISA 

(Photo: Kunshistorisches Museum Wien) 




5. 



In the extremely rich iconography of the Gundestrup cauldron, one of the plates shows, to the left of 
the goddess with torques, the iconic mytheme of the fight of the deity with the monstrous canid, about 
to be strangled (Fig. 103), and this monomachy of the warrior against the beast is also depicted on some 
Celtic coins (Fig. 104). Similarly, the victory of Setenta over the monstrous dog of Culann the 
blacksmith turns him into Cuchulainn, "the dog of Culann", taking up his duties as the protector and 
guardian of Ulster (Rees and Rees 1961: 247), in a situation which can be compared to the identification 
of the berserkir of Odin with the wolves. Setanta's killing of the dog of Culann recalls the unarmed 
combat of the Heruli against the boar or the wolf, and "wolf is particularly the cognomen of the 
military fraternities in the Indo-European world (Rees and Rees 1961: 248-249). The fight against the 
beast as an initiation endeavour equally entails the adoption of a name, like Heracles in the Greek world. 
And the rage of the battle is analogous to the "extreme heat" or the "rage" typical of power in other 
levels of sacrality (Dumezil 1942). 

I would like to refer now to an element which may further complicate the analysis, but whose 
importance must not be eluded: the ambivalence -for example in the area of the divine hunt- between 
the hunter and the prey (Green 1989: 101), between the man and the beast. 

This ambivalence between hunter and prey seems to be reproduced in various iconographies of La 
Tene and the Gallo-Roman world, a well known variant being the hunter covered with the fur of the 
hunted animal 18 , perhaps expressing the mystic union of the warrior and the animal and the 

18 The hunter shown next to the deer in the relief of the sanctuary of Le Donon -situated, it does not seem by 
coincidence, in the trifinium of the territories of the Triboci, the Leuci and the Mediomatrici (Aldhouse-Green 2004: 
127, fig. 5.6)-, is naked but for the fur of a wolf over his shoulders. Sucellus is at times represented covered with 
the fur of a canid over his head -like Aita, the Etruscan Hades- or accompanied by a dog (Sterckx 2005: 336-337). 
One of the warriors shown on one of the sides of the giant discoidal stele of Zurita, Cantabria (Marco Simon 1978: 
108, fig. 2; Peralta 2000) seems to have his head and shoulders covered by the fur of a wolf -or a bear-; one relief 
of Gellyburn, Murthly (Perthshire), shows a monomachy of warriors with wolf and bird masks (Birkhan 1999: 337, 
fig. 606). Also the carnyces of Deskford or Numancia (Birkhan 1999: 385-386) end in heads of canids, an animal 
whose fur covers one of the fighting warriors on a vessel from the same town (Romero Carnicero 1976: fig. 4.1.2). 
The link between human head and canid is repeated in the aureate plates of La Martela (Badajoz), in the so-called 
Celtic Beturia, or in the fibula of Driebes, Guadalajara (Almagro-Gorbea 1993: 123). 
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Fig. 105: 

The Braganza Fibula 

) British Museum. Foto: Archivo Au, A. Perea) 



transformation of the former into a wild beast full of rage and power, in the manner of the German 
berserkir who made up Odin's escort. One of the names of these warriors is Ulfhedhnir, "furs of wolf 
(McCone 1987; Almagro-Gorbea 1993: 108, n. 16) 19 . 

From the Amerindian shamans who wear jaguar furs it may be deduced that the fear of jaguars is 
not caused by their wild nature but by their supreme predatory character: they are the only competition 
to humans when hunting; in this sense, jaguars and men are perceived as equivalent (Saunders 1994: 
159-177). 

Could a similar relationship be suggested between the hero and the head of the boar in the Braganza 
Fibula? It is obvious that its iconography is defined by the antagonism between the hero and the 
butchering beast. But the presence of the canid's head next to the boar's head, which it seems to be 
attacking (Fig. 105), makes us think of a sympathetic relationship, if not of an identification, between 
the boar and the warrior 20 . 

It is well known that divine theriomorphism (that is, the representation of supernatural powers by 
means of animal forms) is one of the characteristics of Celtic gods. These more or less theriomorphic 
representations of the deity seem to reflect in fact the metamorphosis between the various stages of 
being and of natural species so dear to Celtic thinking (Le Roux and Guyonvarc'h 1978: 262-270): gods 
and extraordinary beings have the capacity of transforming themselves by taking up human or animal 
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Remember the aforementioned human head covered by the fur of a wolf from Numancia (Romero Carnicero 1976: 
fig. 13, n° 56). The Iberian world provides a comparable and exceptional example of a human figure with a wolfs 
head associated with the well-known torso of the warrior from La Alcudia de Elche (Almagro Gorbea 1999). 

The boar is one of the capital elements of animal iconography in Celtic representations, both in sculpture (like the 
bronze figure of Neuvy-en-Sullias -Loiret-, Joeuvre or Bordeaux) and in stone or in numismatic representations, in 
a probable and dual relationship with war and hunting, on the one side (think of the recurrence of the animal 
appearing in military ensigns or the splendid small votive chariot of Merida, for example: Birkhan 1999: 330, fig. 
586), and on the other with hospitality and feasting in this world or in the Other (Green 1992: 44-45; Sterckx 1998). 
According to Arrian {De venatione 34), it was not the Celts who did the hunting but the gods. The role of the boar 
as an item for luring hunters towards the Beyond is highlighted by various reports (Rees and Rees 1989: 421; Mac 
Cana 1983: 50). In this sense, the boar seems to be the propitiating factor for the initiation and the guide to access 
the Beyond. 
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Fig. 106: 

Silver coin of Esztergom, Hungary 

(Drawing: P. Jenkins, after Aldhouse-Green 2004) 




shapes, and that skill, which is common place in the literature of Ireland and Wales, accounts for the 
abundance of hybrid elements in the Gallic-Roman iconography but also in the pottery of Numancia, 
for example (Marco Simon 2006). 

The famous statue of Euffigneix (Haute-Marne) dating from the 2 nd - 1 st century BC seems to point 
towards the metamorphosis or identification, to a certain degree, between the deity -or the hero- and 
the boar (Birkhan 1999: 271, fig. 432; Aldhouse-Green 2004: fig. 5.12). The boar is depicted here on 
the torso of a probably divine figure with torques (comparable to the Mercurius Mo ecus — "pig"- 
worshipped by the Lingones?). A similar identification seems to display for example the silver coin of 
Esztergom, Hungary (Megaw and Megaw 1989: 161; fig. 246; Aldhouse-Green 2004: fig, 5.12), 
representing a large boar over the head of a human figure in profile (Fig. 106), with an amputated hand 
in front and the hair formed by curved serpentiform lines that recall similar motifs in the Braganza 
Fibula 21 . 



6. 



The lack of knowledge of the semantic code and of the immediate context of the Braganza Fibula 
makes it extremely difficult to propose a sufficient explanation of its iconography, and the lack of more 
or less related textual support stresses the uncertainties of its specific interpretation. But one thing 
seems clear after this itinerary through the cosmological landscapes of the Celtic world: the existence 
of shared semantic areas with some of the most typical Celtic iconic and conceptual languages. 
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It has been suggested that the sculpture of Euffigneix reflects the trance vision of an altered state of mind, in a 
liminal and transgressive horizon where the person-animal has crossed over to the spiritual world (Aldhouse-Green 
2004: 135). The Aulerci Eburovices of the region of Evreux minted coins with the image of a human head and a 
boar over the neck, interpreted without sufficient grounds as the god Lugus, whose links with the boar have been 
emphasised by some scholars (Sterckx 1998; Sergeant 2004: 226). 
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With the available evidence I do not believe that we are in a position to give a holistic interpretation 
of this iconography 22 , but as a final hypothesis (and necessarily provisional) two generic readings may 
be suggested, not inevitably incompatible and maybe mutually linked: a) one reading from a 
cosmogonic point of view (the combat between the divinity and the devouring monster as an expression 
of the triumph over the forces of evil and chaos, a mytheme with several variants, one of which will 
become Romanized through the well-known sequence of the Iuppitergigantensdulen 23 ); and b) another 
reading from an initiation viewpoint, according to which the combat between the hero and the canid 
illustrates the overcoming of the supreme and dreadful challenge in order to access the Beyond, perhaps 
through an aquatic route. 



22 Like those given for this same piece (Pena: re-interpretation by the Atlantic Celts of the topic of the fight of Heracles 
- here Ogmios- against the Nemean lion, also with the images of the two-headed Cerberus, the dog Orthos and the 
Calydonian boar) or for the "iconic book" which is the Gundestrup cauldron (thus, Olmsted 1979, or Hatt 1989). 

23 The "Jupiter-giant columns", about a hundred and fifty monuments from Central-Oriental Gallia -between the rivers 
Mosela and Rhine- show at the top of the columns the celestial god riding a horse and defeating the anguipede 
monster (the myth will probably be re- signified in the Imperial period to illustrate the emperor's victory over 
barbarism and chaos): Birkhan 1999: 251-252, figs. 378-383. 
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